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Tue present edition is a reprint of the seventh edition 
(the last edited by Dr. Donaldson), with some slight 
modifications, which the publishers have thought de- 
sirable for the sake of issuing the book at a low 
price, so as to bring it within the reach of a large 
number of students. 

Woodcut illustrations have been substituted for the 
two pages of coloured lithographs; and the translation 
of Aristotle’s ‘ Poetic,’ and the extracts from Vitruvius 
and Julius Pollux have been withdrawn, as they are 
mainly of use in substantiating references given in 
the body of the book, and are accessible in other shapes 
to those students who may desire to examine them 
critically. 

Mr. Canon Tate’s essay on the Metres, which is 
identified with the book, and records the honest re- 
search of that successful and experienced teacher, has 
been retained out of respect for his memory, no less 
than on account of its practical value. 
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A TREATISE ON THE HISTORY AND EXHIBITION 


OF THE 


GREEK DRAMA. 





BOOK I. 
THE ORIGIN OF THE GREEK DRAMA. 


CHAPTER I. 
THE RELIGIOUS ORIGIN OF THE GREEK DRAMA. 
ov ydp Tt viv ye KaxOés, GAN del more 
Gi TadTa, Kovdels oldev ek Bro *payn. 
SoPHOOLEs. 


We cannot assign any historical origin to the Drama. 
Resulting as it did from the constitutional tendencies of 
the inhabitants of those countries in which it sprang up, it 
necessarily existed, in some form or other, long before the 
age of history; consequently we cannot determine the time 
when it first made its appearance, and must therefore be 
content to ascertain in what principle of the human mind it 
originated. This we shall be able to do without much 
difficulty. In fact the solution of the problem is included 
in the answer to a question often proposed,— How are we 
to account for the great prevalence of idol worship in ancient 
times?” For, strange as it may appear, it is nevertheless 
most true, that not only the drama, (the most perfect form 
of poetry,) but all poetry, sculpture, painting, architecture, 
and whatever else is beautiful in art, are the results of that 
very principle which degraded men, the gods of the earth, 
into groyelling worshippers of wood and stone, which made 
ay, , 
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them kneel and bow down before the works of their own 
hands. This principle is that which is generally called the 
love of imitation,—a definition, however, which is rather 
ambiguous, and has been productive of much misunder- 
standing. We would rather state this principle to be that 
desire to express the abstract in the concrete, that “ striving 
after objectivity,” as it has been termed by a modern 
writer,? that wish to render the conceivable perceivable, 
which is the ordinary characteristic of an uneducated mind. 
The inhabitants of southern Europe, in particular, have in 
all ages shown a singular impatience of pure thought, and 
have been continually endeavouring to represent under the 
human form, either allegorically or absolutely, the subjects 
of their contemplations.* Now the first abstract idea which 
presented itself to the minds of rude but imaginative men 
was the idea of God, conceived in some one or other of his 
attributes. Unable to entertain the abstract notion of 
divinity, they called in the aid of art to bring under the 
control of their senses the subject of their thoughts, and 
willingly rendered to the visible and perishable the homage 
which they felt to be due to the invisible and eternal. By 
an extension of the same associations, their anthropomorph- 
ized divinity was supposed to need a dwelling-place; hence 
the early improvements of architecture on the shores of 
the Mediterranean. His worshippers would then attempt 
some outward expression of their gratitude and veneration : 
—to meet this need, poetry arose among them.* The same 


1 The German reader would do well to consult on this subject Von 
Raumer’s Essay on the Poetic of Aristotle (Abhandl. der Hist. Philo- 
logischen Klasse der Kin. Akad. der Wissensch. 1828). We do not 
think Dr. Copleston’s view of this subject (Prelectiones Academice, 
pp. 28 sqq.) sufficiently comprehensive. 

2 Wachsmuth, Hell. Alterth, o. 2, 113 

2 See Wordsworth’s Excursion ( Works, v. pp. 160 foll.). 

4 Thus Strabo says, that “the whole art of poetry is the praise of 
the gods,” 7 momtikh maca tuvytich. xX. p. 468. (The word odca, 
which is found in all the editions at the end of this sentence, has 
evidently arisen from a repetition of the first two syllables of the 
following word écaiTws, and must be struck out. For the sinse of the 
word éuvntixy, comp. Plato, Legg. p. 700 A.) And Plato, Legg. vit. 
799 A, would have all music and dancing consecrated to religion. 
When Herder says (Werke z. schén. Lit. und Kunst, 0. p. 82), “ Poetry 
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feelings would suggest an imitation of the imagined suffer- 
ings or gladness of their deity; and to this we owe thie 
mimic dances of ancient Hellas, and the first beginnings of 
the drama there. 

But although art and religious realism have much in 
common even in their latest applications, we are not to 
suppose that all attempts to give an outward embodiment 
to the religious idea are to be considered as real approxima- 
tions to dramatic poetry. All art is not poetry, and all 
poetry is not the drama.’ Polytheistic worship and its 


arose, not at the altars, but in wild merry dances; and as violence was 
restrained by the severest laws, an attempt was in like manner made 
to lay hold, by means of religion, on those drunken inclinations of men 
which escaped the control of the laws,” he does not seem to deny the 
fact on which we have insisted, that religion and poetry are con- 
temporaneous effects of the same cause; at all events, he allows that 
poetry was at first merely the organ of religion. And although 
V. Cousin endeavours to prove that religion and poetry were the 
results of different necessities of the human mind, he also contends 
that they were analogous in their origin. ‘‘ Le triomphe de l’intuition 
religieuse est dans la création du culte, comme le triomphe de V’idée du 
beau est dans la création de J’art,” &c. (Cours de Philosophie, p. 21, 2.) 

1 The view which we have taken in the text, of the origin of tlie 
fine arts, is, we conceive, nearly the same as that of Aristotle; for it 
appears to us pretty obvious that his treatise on Poetic was, like many 
of his other writings, composed expressly to confute the opinions of 
Plato, who taking the word plunots in its narrowest sense, to signify 
the imperfect counterfeiting, the servile and pedantic copying of an 
individual object, argued against u{unors in general as useless for moral 
purposes. Whereas Aristotle shows that if the word uiunois be not 
taken in this confined sense, but as equivalent to “ representation.” as 
implying the outward realisation of something in the mind, it does then 
include not only poetry, but, properly speaking, all the fine arts: and 
plunois is therefore useful, in a moral relation, if art in general is of 
any moral use. That he understood uinvyos in this general sense is 
clear from his Rhetoric, m1. 1, § 8: Ta dvéuata piyhpata eéoriw* banpi_e 
8 7 povy mdyTev wipntiKdtatoy Tey poplwy juiv bid Kal af Téxvat 
cuveotycay, 4 Te papwdla kal } bmoKpitixy Kal ai GAAa, It was, how- 
ever, «8 Schleiermacher justly observes (Anmerkungen zu Platons Staat, 
P. 543), not of art absolutely that Plato was ~peaking, but only of its 
morai efiects; for doubtless Plato himself would have been most willing 
to assent toa definition fart which made it an approximation to or copy 
of the idea of the beautiful (comp. Plat. Resp. v1. p. 484 c); and this 
is only Aristotle’s opinion expressed in other words Von Raumer 
truly remarks in the essay above quoted, p. 118, “The ilies 

B 
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concomitant idolatry are the most favourable conditions for 
the development of art in all its forms and applications. 
And conversely, those nations and epochs which have been 
most remarkable for the cultivation of a pure and spiritual 
religion have been equally remarkable for a prevalent distaste 
and incompetency for the highest efforts of art. In ancient 
times, we have the case of the Israelites: for many years 
they strove with varying success to resist the temptations 
to idolatry which surrounded them on every side, and left 
to Greece and modern Europe the greatest aid to abstract 
thought, in the alphabet which we still employ. Yet we 
find that native art was, strictly speaking, non-existent among 
them. The few symbols which they employed in their early 
days were borrowed from Egypt or Chaldza, and when, in 
the most flourishing epoch of their monarchy, their powerful 
and wealthy king wished to build a temple to the true God, 
he was obliged to call in the aid of his idolatrous neighbours 
the Tyrians.! Nay more, it would not be fanciful to connect 
the subsequent idolatry of Soloinon with his patronage of 
the fine arts. It is remarkable, too, that the first trace of a 
dramatic tendency in the lyric poetry of the Israelites is 
visible in an idyll attributed to the same prince. And far 
as the book of Job is from any dramatic intention, the 
dialogues of which it mainly consists must be added to the 


(Poet. xv. 11, XXvI. 28), which Aristotle often designates as the object 
to be aimed at, is nothing but that which is now-a-days called the 
‘ideal,’ and by which is understood the most utter opposite of a 
pedantic imitation.” Herder also was fully aware that although Plato 
contradicts Aristotle in regard to the Dithyramb, he was spe. king in 
quite a different connexion, “in ganz anderer Verbindung ” ( Werke z. 
schén. Lit. u. Kunst. 1. p. 86). We may add, that our definition of 
plunois as a synonym for “art,” which lias also been given in direct 
terms by Miiller (Handb. der Archdol. beginn.), ‘‘ Die Kunst ist éine 
Darstellung (ulunois) d. h. eine Thatigkeit durch welche ein Innerliches 
ausserlich wird,” ‘ Art is a representation (uiunois), i. e. au energy by 
means of which a subject becomes an object” (comp. Dorians, rv. ch. 7, 
§ 12), is the best way of explaining the pleasure which we derive from 
the efforts of the faucy and imagination, which, as has been very justly 
observed, is always muci greater when “tie allusion is from the 
material world to the intellectual, than when it is from the int+llectual 
world to the material” (Stewart's Elements of the Philosophy of the 
Mind, 1. p. 306). 1 x Kings vii. 13. 
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many proofs which have been adduced of the comparatively 
modern date, and foreign origin, of that didactic poem. Even 
the incomplete metrical system of the Hebrews, as compared 
with the wonderful variety and perfection of Greek prosody, 
must be regarded as furnishing supplementary evidence of 
the inartificial character and antimimetic tendencies of the 
early inhabitants of Palestine. So also in modern times, 
long after the drama had ceased to exhibit any traces of its 
original connexion with the rites of a heathen worship, and 
when it was looked upon merely as a branch of literature, 
or as an elegant pastime, in proportion as Christian nations 
adhered to orabhorred the sensual rites which the Church of 
Rome borrowed from heathendom, when it assembled its 
priest-ridden votaries within the newly-consecrated walls of 
a profane Basilica,—in the same proportion the drama 
throve or declined, and, in this country, either inflicted 
vengeance on the hapless author of a Histriomastix, or con- 
cealed its flaunting robes from the austere indignation of 
Smectymnuus. 

To return, however, to the more immediate influences of 
polytheism and idolatry on the origination of the ancient 
drama, we observe that the dramatic art, wherever it has 
existed as a genuine product of the soil, has always been con- 
nected in its origin with the religious rites of an elementary 
worship ;? that is, with those enthusiastic orgies which spring 
from a personification of the powers of nature. This was 
the case in India,° and in those parts of Italy where scenic 


1 Ewald, poetisch. Biicher des alten Bundes, m. p. 63. 

2 Tn connexion with the Phallic rites of Hindostan and Greece, we 
may mention that in the South Sea Islands, at the time of Cook’s second 
voyage, a birth was represented on the stage. See Siivern iiber Aris- 
toph. Wolken, p. 63, note 6. 

3 “ Like that of the Greeks, the Hindu drama was derived from, and 
formed part of, their religious ceremonies.” (Quarterly Rev. No. 89, 
p- 39.) The comparative antiquity of the Greek and Indian drama is 
regarded very differently by the most eminent orientalists. For while 
Weber thinks it “not improbable that even the use of the Hindoo 
drama was influenced by the performance of the Greek dramas at the 
courts of Greek kings” (Indische Skizzen, p. 28), Lassen will not allow 
such an origin of the Indian drama, which he considers to be of native 
growth (Indische Alterthumskunde, 11. p. 1157). Even supposing how- 
eyer that the Indian drama was as old as the time of Asoka IL. (Asiat, 
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entertainments existed before the introduction of the Greek 
drama. But in Greece this was so, not only in the beginning, 
but as long as the stage existed; and the circumstance, which 
gave to the Attic drama its chief strength and its highest 
charms, was its continued connexion with the state-worship 
of Bacchus, in which both Tragedy and Comedy took their 
rise. We must not allow ourselves to be misled by our 
knowledge of the fact that the drama of modern Europe, 
though derived from that of ancient Greece, exhibits no 
trace of its religious origin. The element which originally 
constituted its whole essence has been overwhelmed and 
superseded by the more powerful ingredients which have 
been introduced into it by the continually diverging tastes 
of succeeding generations, till it has at length become 
nothing but a walking novel or a speaking jest-book. The 
plays of Shakspeare and Calderon (with the exception, of 
course, of the Autos Sacramentales of the latter) are dramatic 
reproductions of the prose romances of the day, with the 
omission of the religious element which they owed to the 
monks,’ just as the Tragedies of Aischylus and Sophocles 
would have been mere epic dramas, had they broken the bonds 
which connected them with the elementary worship of 
Attica. But this disruption never took place. In ancient 
Greece the drama retained to the last the character which 
it originally possessed. The theatrical representations at 
Athens, even in the days of Sophocles and Aristophanes, 
were constituent parts of a religious festival; the theatre 
in which they were performed was sacred to Bacchus, and 
the worship of the god was always as much regarded as the 
amusement of the sovran people. This is a fact which 
cannot be too strongly impressed upon the student: if he 


Res. xx. p. 50; Lassen 1. p. 502,, it is admitted (Lassen, I. 616, 625 ; 
x. 507) that Krishna, who stood in intimate connexion with the origin 
of the Hindoo theatre, was specially worshipped in the Saurasenic or 
eastern district (Arrian, Ind. vit. 5), and there is every reason to 
believe that he was an imported deity ; so that the Indian stage, even 
if steel: may have derived its most characteristic features from the 
Greek. 

1 Malone’s Shakspeare, Vol. 111. pp. 8 sqq.; Lessing, Geschichte der 
Engl. Schaubiihne (Werke, xy. 209). 
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does not keep this continually in view, he will be likely to 
confound the Athenian stage with that of his own time and 
country, and will misunderstand and wonder at many things 
which under this point of view are neither remarkable nor 
unintelligible. How apt we all are to look at the manners 
of ancient times through the false medium of our every-day 
associations! how difficult we find it to strip our thoughts 
of their modern garb, and to escape from the thick atmosphere 
of prejudice in which custom and habit have enveloped us! 
and yet, unless we take a comprehensive and extended view 
of the objects of archeological speculation, unless we can look 
upon ancient customs with the eyes of the aricients, unless 
we can transport ourselves in the spirit to other lands and 
other times, and sun ourselves in the clear light of bygone 
days, all our conceptions of what was done by the men who 
have long ceased to be, must be dim, uncertain, and unsatisfac- 
tory, and all our reproductions as soulless and uninstructive as 
the scattered fragments of a broken statue. These remarks 
are particularly applicable to the Greek stage. For in 
proportion to the perfection of the extant specimens of 
ancient art in any department, are our misconceptions of 
the difference between their and our use of these excellent 
works. We feel the beauty of the remaining Greek dramas, 
and are unwilling to believe that productions as exquisite 
as the most elaborate compositions of our own playwrights 
should not have been, as ours were, exhibited for their own 
sake. But this was far from being the case. The suscep- 
tible Athenian,—whose land was the dwelling-place of gods 
and ancestral heroes,2—to whom the clear blue sky, the 
swift-winged breezes, the river fountains, the Aégean gay 
with its countless smiles, and the teeming earth* from 
which he believed his ancestors were immediately created, 
were alike instinct with an all-pervading spirit of divinity ; 
—the Athenian, who loved the beautiful, but loved it 
because it was divine,—who looked upon all that genius 


1 See some good remarks on this subject in Niebulu’s Kleine 
Schriften, Vol. 1. p. 92, and in his letter to Count Adam Moltke 
(Lebensn. Vol. 1. p. 91). 

2 Hegesias ap. Strab. rx. p. 396. 

3 Fisch. Prom. V. 87—90. 
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could invent or art execute, as but the less unworthy 
offering to his pantheism ;’ and considered all his festivals 
and all his amusements as only a means of withdrawing the 
soul from the world’s business, and turning it to the love 
and worship of God,” how could he keep back from the object 
of his adoration the fairest and best of his works ? 

We shall make the permanent religious reference of the 
Greek drama more clear, by showing with some minuteness 
how it gradually evolved itself from religious rites uni- 
versally prevalent, and by pointing out by what routes its 
different elements converged, till they became united in one 
harmonious whole of “ stateliest and most regal argument.” 

The dramatic element in the religion of ancient Greece 
manifested itself most prominently in the connected worship 
of Apollo, Demeter, and Dionysus. Thus at Delphi, the 
main seat of the Dorian worship of Apollo, the combat with 
the serpent, and the flight and expiation of the victorious 
son of Latona, were made the subject of a representation 
almost theatrical.4 And Clemens Alexandrinus tells us that 
Eleusis represented by torch-light the rape of Proserpine, 
and the wanderings and grief of her mother Demeter, in a 
sort of mystic drama.® Dionysus, who was worshipped both 
at Eleusis and at Delphi,® was personated by the handsomest 
young men who could be found, in a mimic ceremony at the 
Athenian Anthesteria, which represented his betrothal to 
the wife of the King Archon;’ and there were other 
occasions, quite unconnected with theatrical exhibitions, in 


1 Mr. Grote remarks (Hist. of Greece, vit. p. 444), with special 
reference to the Athenian drama, that “there was no manner of em- 
ploying wealth, which seemed so appropriate to Grecian feeling, or 
tended so much to procure influence and popularity to its possessors, as 
that of contributing to enhance the magnificence of the national and 
religious festivals.” 

2 Strabo, x. p. 467: #} Te yap &vecis Tov vody dmdye amd Tay aybow- 
tiywv aoxXoAnudtwyv, Toy 5E bvTws vod TpemreL mpds Td Oeior. 

3 Milton’s Prose Works, p. tot. 

4 Plutarch, Quest. Gr. 0. p. 202, Wyttenb.; De Defect. Orac. m1. 
PP, 710, 723, Wyttenb. 

5 Cohort. ad Gentes, p. 12, Potter. 

® Plut. de EL Delphico, p. 591, Wyttenb.: tov Ardvucoy, & Tav AcAdar 

ovdev ATTov 7) ™@ *AmdAA@YL METEOTLY. : 


7 Demosth. in Neer. pp. 1369, 70; Plutarch, Nic. ¢. 3. 
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which the Bacchic mythology was made the subject of direct 
imitation. But it was not in these forms of worship that 
the Attic drama immediately originated, however much it 
may have been connected with them in spirit. The almost 
antagonistic materials of Dorian and oriental mythology had 
to seek their common ground, and the lyric chorus of 
the Dorians had to combine itself with the epos of the 
Ionian rhapsode, before such a phenomenon as the full- 
grown Tragedy of Aischylus could become possible. We 
see these ingredients standing side by side, like oil and 
vinegar, and not perfectly fused,” in the first Attic tragedy 
which we open. It is the business of the following pages to 
point out how they came together. 

In order to do this in a satisfactory manner, we must 
constantly bear in mind the important statement of 
Aristotle,? that “ both Tragedy and Comedy originated in a 
rude and unpremeditated manner; the first from the leaders 
of the Dithyrambs, and the second from those who led off 
the Phallic songs.” To reconcile all our scattered informa- 
tion on the subject with this distinct and categorical account 
of the beginning of the Greek drama, we must in the first 
place confine ourselves to Tragedy. We must see how the 
solemn choral poetry of the Dorians admitted of a union 
with the boisterous Dithyramb, which belonged to the 
orgiastic worship of an exotic divinity. And, we must 
inquire how the leaders of this lyrical and Dorized Dithy- 
ramb became the vehicles of the dramatic dialogues in which 
the Tragedy of Athens carried on the development of its 
epic plots. We shall then be able without much difficulty 
to consider the case of Comedy, which exhibited in its older 
form the unmitigated ingredients of the noisy Phallic Comus. 

The following, therefore, will be the natural succession 
of the topics, to which we are invited by an inquiry into the 
origin ofthe Greek drama. s its first beginnings are to be 
sought in a form of religious worship, we must endeayour to 


1 Plutarch, Quest. Gr. I. p. 228, Wyttenb. 
2 Eschyl. Agam. 322: 
“Otos 7 HAeipa T eyxXéas Ta’TE KUTEL, 
Aixooratoivt’ ty, ov pikw, Tpocevverats. 
3 Poet. c. 1v.; below, Part m1. 
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ascertain at starting what was the nature of the system 
which gave rise to a ceremonial capable of dramatic repre- 
sentation. It has been mentioned generally that the 
religion, which produced the drama, is essentially connected 
with the worship of the elements, and that the Greek drama 
in particular manifests itself in the cognate worship of 
Apollo, Demeter, and Dionysus. It will therefore be our 
first business to show that the Greek worship of these 
deities was implicitly capable of producing, and in fact did 
produce, both the solemn chorus of Tragedy, and the Phallic 
extravagances of the old Comedy of Athens. As however 
this comic drama, though expressing more plainly than 
Tragedy the original form and the genuine spirit of the 
religion of Bacchus, borrowed its theatrical attire from the 
completed Tragedy of Aischylus, we must trace the develop- 
ment both of the tragic chorus and of the tragic dialogue 
before we can speak of Athenian Comedy and its varieties ; 
and we shall find that the latest form of ancient Comedy, 
while it approximates to the drama of modern Europe, in 
the machinery of its plot and incidents, derives its leading 
characteristics from the last of the great tragedians, and not 
only discards all allusions to the Phallic origin of the Comus, 
but even evades a direct reference to the religious festivals 
with which it was formerly connected. Accordingly, the 
order, in which we propose to treat the subject, will both 
exhaust the materials at our disposal, without incurring a 
risk of repetition, and will present the facts connected with 
the growth of the Greek drama in the legitimate order of 
cause and effect, and in accordance with the laws of their 
historical development. 


( ll) 


CHAPTER II. 


THE CONNECTED WORSHIP OF DIONYSUS, DEMETER AND 
APOLLO. 


ded7’ ev xopdv, ?OAbpmior, 
émi Te KAUTaY TéureTe xdpty, Oeol. 
PINDAR. 


WHATEVER opinion may be entertained respecting the 
indigenous character of other Greek deities, there cannot 
be the slightest doubt that the worship of Dionysus or 
Bacchus was of oriental origin, and that it was introduced 
into Greece by the Phcenicians, who, together with the 
priceless gift of the Semitic alphabet, imparted to the 
Pelasgian inhabitants of the Mediterranean coasts a know- 
ledge of those forms of elementary worship which were 
more or less common to the natives of Canaan and Egypt. 
The mythical founder of Thebes, the Phcenician Cadmus, is 
connected with both of these innovations. For while he 
directly teaches the use of letters,! it is his danghter Semele, 
who, according to the tradition, in B.c. 1544 gives birth 
to Dionysus, the Theban wine-god.2 The genealogy of 
Cadmus connects him not only with Pheenicia, but also with 
Egypt, Libya, Cilicia, and Crete. And the historical inter- 
pretation of the legend is simply this, that the Phcenician 


1 Herod. v. 58; Diod. mt. 67, v.57; Plin. H. N. vi. 56. 

2 Herod. u. 145. According to Herodotus, mu. 49, Cadmus himself 
was a worshipper of Dionysus, and taught this religion to Melampus. 

3 The pedigree is as follows (Creuzer, Symbol. 1v. p. 8): 
Agenor, son of Neptune and Libya, in Phenicia.______Telephassa. 


Se Or" 
Cadmus.__.___Harmonia. Pheenix. Cilix. Europa. 


—————-*-—-----____---_— 
Polydorus. Semele. Autonoe, Agave. Ino. 
Si Jupiter. 


Dionysus. 
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navigators, who visited every part of the Mediterranean, 
carrying their commerce and their language to the distant 
regions of Spain and Britain, succeeded, after some opposi- 
tion, in establishing their own worship on the main land 
of Northern Greece about the middle of the sixteenth 
century before our era. 

In order that we may understand the true and original 
character of a religion, which the plastic fancy and eclectic 
liberalism of the Greeks modified by an intermixture of 
heterogeneous elements, it will be necessary to consider the 
forms of faith and worship, which were cultivated by the 
Pheenicians and other Semitic tribes in the country from 
which they set forth on their voyages for the purposes of 
commerce or colonisation. 

Among the Semitic nations, as in all the most ancient 
communities of men, the Sun and Moon were the primary 
objects of adoration.t The Sun, on account of his greater 
power and brightness,? was worshipped as a male divinity 
under some one of the names Bel or Baal, and Melek, Molech, 
Moloch, Milkom, or Malchan, signifying “ Lord” or “ King 5 
respectively.2 The Moon, with her weaker light and the 
humidity which accompanied the period of her reign, was 
regarded as a female deity,* and worshipped as Asherah, the 
goddess of prosperity,° or Astarte, the bright star of heaven.® 
Each of these deities had its cheerful, as well as its gloomy 


1 The attributes and worship of these Semitic deities have been well 
discussed by F. W. Ghillany, die Menschenopfer der alten Hebrder, 
Niimberg, 1842, pp. 118 sqq. See also F. Nork, Biblische Mythologie, 
Stuttgardt, 1842, Vol. i. pp. 12—137. 

2 Macrob. Saturn. 1. 21, 12: significantes hune deum solem esse, 
regalique potestate sublimem cuncta despicere, quia solem Jovis oculum 
appellat antiquitas. 

3 See New Cratylus, § 479. That the sun-god was a king was an 
idea familiar to the Greeks also. Thus Alschylus, Persw, 228: ride 
mpos duouais &vakros ‘HAlov Pbiwacudrwr. 

4 Plutarch, Js. ef Os. c. 53; Macrob. Saf. 1. 17, 53. 


~ TIWN from WWE “to be happy,’=% marapla, Fuerst, however 


(Handwirterb. t. p- 155), renders it socia, conjux, i.e. of Baal, as the 
Phoenician TDS (Osir) “ the husband,” is an epithet of the male god. 


© Gesenius, "Thesaur. p-. 1083: “nil fere dubito quin ninwy idem 
sit quod “ADN, stella, kar’ éetoxhy stella Veneris, ita ut *"Agtpodpxn, 
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aspect. The Sun, which ripens the fruit, also burns up 
vegetation. He is the god not only of generation but also 
of destruction. The Moon, which gives the fertilizing dew, 
is also the goddess of the dark hours of night from which 
she regularly withdraws from time to time her silver light. 
This division of attributes favoured the introduction of the 
other planets (for the Sun and Moon were classed with the 
planets) into the cycle of the deities to be worshipped. In 
his benignant aspect the Sun was occasionally represented 
by Jupiter ;} as a malignant god he was generally superseded 
by Saturn,” though Mars assumed some of his functions as 
hostile to the human race.* On the other hand, Astarte 
was as often represented by the planet Venus as by the 
Moon.* If Mercury played any part at all it was as a 
subordinate and inferior manifestation of goodness. In 
their supposed order of distance from the earth, the 
seven so-called planets were arranged as follows: Saturn, 
the most distant, Jupiter, Mars, the Sun, Venus, Mercury, 
the Moon. And assigning each of the 24 hours of the day 
and the night to a repeated series of the planets in this 
order, they found that if the first hour of a particular day 
was assigned to Saturn, the first hour of the following day 


quomodo Astarte appellatur (Herodian. 5,6, § 10), etymon bene referat.” 
That Astarte was the Moon is distinctly stated by Lucian, de dea Syria, 
4: ’Aordprny 5¢ eye Soxéw SeAnvalyy Eupevate And this is shown by 
her representation as a horned goddess: see the passages quoted by 
Gesenius, 1. ¢. 

1 Phaethon was both Jupiter and the Sun. Cf. Cic. de Nat. Deor. 
mm. 20; Athenzus, vil. p. 326 B; Horat. 2 Carm. xvul. 22: te Jovis 
impio tutela Saturno refulgens ertpuit. Cf. Jul. Firmicus, p. 328. This 
opposition between Jove and Saturn is preserved in our adjectives 
“ Jovial” and “Saturnine,” derived from the Neo-Platonic schvol. 

2 Propert. Iv. 1, 84; Lucan,1. 650; Tac. Hist. v.4; Juv. vi. 5693 
Manetho, m1. 245: Kpdvov BAaBepatyeos aornp. 

3 Ovid, Am. I. 8, 29: stella tibi oppositi nocuit contraria Martis. 

4 Cicero, de Natur. Deor. 10. 23; Phil. Bybl.ap. Euseb. Prep. Evang. 
I. 10; Theodoret, m1. Reg. Quexst. 50; Augustin, Qu. in Jud. vu; 
Suidas, s. v. Aotdprn. 

5 Mercury is regarded as the messenger of the supreme deity, because 
he is nearest to the Sun and of equal apparent velocity (Cicero, de 
Natur. Deor. 0. 20 ad fin.; Tim. c. 9, p. 505; de Rep. vi. 17, § 17). 
He was often identified with Apollo (Macrob., 1. 19, 16) or with the Sun 
(ibid. 8). 
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would belong to the Sun, of the next day to the Moon, and 
so on in the order preserved to our times by the names of 
the days of the week.! According to the Semitic mode of 
viewing the supremacy of the distant and gloomy Saturn, 
the seventh and last day was consecrated to him,? and when 
it was discovered that the number six was a perfect number, 
it was inferred that no other period could be assigned to the 
creation of all things under his auspices. On the seventh 
day therefore the priests clothed in black made an offering 
to Saturn in his black six-sided temple.* Similar offerings 
were made to the planets Mars and Jupiter on the third and 
fifth days of the week. But although these specialities of 
planetary worship appeared in the religious systems of most 
of the Semitic tribes, these nations were always ready to fall 
back on the general worship of the Sun and the Moon, the 
latter being also regarded as the goddess of the Earth; and 
while the former presided over all the modifications of the 
rites sacred to Baal or Moloch, the latter appears as his 
correlative in all that was either savage or lascivious in his 
peculiar worship. 

As a malignant deity, or more specifically as Moloch, the 
sun-god is tauriform® and is appeased by the offering of 
human victims.© In the same capacity his sister deity, 
whether representing the Moon or the Earth, has the head of 
a cow,’ and is always connected in the oldest forms of her 

1 Dio Cassius, xxxvii. 19. p. 137, Bekker. The passage is translated 
at length in the Philol. Mus. 1. pp. 2, 3. 

2 Creuzer, Symbol. ii. p. 186. We find the same number sacred to 
Apollo and Dionysus, who are other forms of the sun-god; Creuzer, 1. 1. 
IV. p. II7. 

a Tt —_ clear that in the opinion of Plato, who echoed Pytha- 
gorean and Heracleitean theories more immediately derived from the 
last, the @c?ov yevynrdy, or the world (de Anim. Proer. in Tim. 1017 ©, 
p. 142, Wyttenb.), was indicated by a period which was represented by 
the perfect number 6, the human creation, or the state, being repre- 
sented by a series of aritlimetical calculations based on this (Plat. 
Resp. p. 546; see our interpretation of the passage, Trans. of Philol. 
Soe. Vol. 1. No. 8. 

4 Gesenius, Commentar. tiber. d. Jesaia. 0. p. 344. 

5 Macrobius, Saturnal. I. 21, § 20. 

6 Kenrick, Phenicia, pp. 315 8qq. 

7 See the figure in Gesenius, Thesaurus, p. 1083, and comp. New 
Cratylus, § 470. 
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worship, with the same horrid rites. It is very interesting 
to trace this Semitic development of the idea that the Divine 
Being is wroth with man and is best appeased with the blood 
of his noblest creature, as it spreads itself along the Mediter- 
ranean till itis checked every where by the purer humanity 
and juster sentiments of the Greeks.!_ Both in Palestine 
and at Carthage Moloch was represented by a metal figure 
either human with a bull’s head or entirely bovine, in which 
the human victims, generally children, were burnt alive.? 
There can be no doubt that the brazen bull of Phalaris at 
Agrigentum was a remnant of Carthaginian or Pheenician 
worship established there,? and that the burning of human 
victims, inaugurated by Perillus, was due rather to the 
Semitic worship than to the arbitrary cruelty of a tyrant, 
whose name, though treated with living abhorrence by 
Pindar,‘ is perhaps as mythical as that of Busiris.° The 
fact that. this bull was afterwards recognised at Carthage 
clearly proves its Semitic origin and religious use.® The 
rescue of Athens from the worshippers of Moloch in Crete 
is described mythically as the slaying by Theseus of an 
ox-headed Minotaur, to whom the Athenians were obliged 
to send every nine years a tribute of seven youths and 
seven maidens, the sacred number of the Semitic Saturn.” 

1 Creuzer, Symbol. I. 447. 

2 See tlie passage quoted from B. Jarchi, ad Jer. v1. 31, by Winer, 
Realwérterb. s. v. Molech; the well-known description in Diodor. Sic. 
xx. 14; and the passage translated from Jalkut in Hyde, Hist. Rel. 
Vet. Pers. p. 132. 

3 See J. E. Ebert, Sed. 1. 1, pp. 41—106, quoted by Creuzer, 
Symbol. 11. p. 447; and Ghillany, Menschenopf. p. 226. 

4 Pyth. 1.95: Tov d& Talpw xadrkew KauThpa vnréa vdov exOpa bdérapw 
Katéxe: mayta paris, where he is contrasted with the iAdppwy apera 
of Crcesus. 

5 The tradition that Phalaris feasted on children (Aristot. Hth. Nic. 
vil. 5, § 2) clearly identifies him with Moloch. It is not improbable 
that even the name ¢ddapis may be connected with the Bacchic 
attributes aAfs and $dAdos (i.e. with tlie Semitic nbs and ns), and 


that he is merely himself a representative of the Arévucos Tavpokepws. 
If so, it will be a curious reflection thit historical criticism arose in a 
controversy rexpecting the authenticity of some highly rhetorical 
epistles in Attic Greek attributed to this imaginary personage! 

® Sce Cicero, in Verrem, Iv. 33. 

7 That the Minotaur was an object of worship is clear from the ree 
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Hercules similarly liberates the Italians from their thraldom 
to the semi-taurine? Cacus, who murdered men in a eave or 
grotto corresponding to the Cretan labyrinth. The man 
of brass called Talos, who haunted both Crete and Sardinia, 
and slew strangers in red-hot embraces, is another form of 
the image of Moloch. Nor was the female goddess without 
her share in these homicidal rites. The Europa or broad- 
faced moon, who is borne on the back of a bull to the 
Minotaur’s island Crete, is the same deity as the ” Apreuis 
TavporoAn of the coastsof the Euxine* to whom strangers 
were sacrificed. The interrupted sacrifice of Iphigenia 
points to the prevalence of such a rite in her worship. And 
the name ’Op$woia, or “Op@ia, which was given to this 
goddess in Lemnos and elsewhere, undoubtedly referred to 
the loud wailings of her victims, for which the floggings of 
the Spartan youth were a sort of compromise.°® 

Now it appears that Dionysus or Bacchus, the latter 
name and its synonym Iacchus referring to the outeries 
attending his worship, first appeared to the Greeks as a 
tauriform sun-god appeased by human victims. As late as 
the classical days of the Greek drama it was customary to 
address him as appearing in the shape of a bull, or at least 
with the horns of that animal.?’ And many of his epithets 


presentation on a vase, which exhibits the monster as about to sacrifice 
the seven Athenian maidens on an altar (Bottiger, Ideen zur Kunstmyth. 
Taf. v.). The names of Pasiphae, the mother, and Ariadne-Aridela 
CApidhrav, Thy ’Apicdvny Kpjtes, Hesych.), the sister of the Minotaur, 
point to his true character as a form of the Sun-god. 

1 Virgil (4/n. vurt. 192) merely calls him Semihomo, but we may 
supply the other half by a reference to Ovii’s description of the 
Minotaur as Semibovemque virum semivirumque bovem (2 Ar. Am. VY. 23). 

2 When he is called the son of Vulean, and is said to breathe forth 
fire, the reference is no doubt to the brazen statue of Moloch. 

3 Apollod. 1. 9, § 26. 4 Kenrick, On Herodotus, 11. 44. 

5 Creuzer, Symbol. 11. 528. 

6 See the passayes quoted by Ghillany, Menschenopf. p. 225. 

7 In the Bacche of Euripides (1008) the chorus says to the god: 
gpdvnd Tudpos, and we have in 1149: Tadpov mponyntiipa suupopas Exwy. 
In the festival of Dionysus of Elis, he was greeted as tiie taipe, and 
invited to come foéw 7odi, i.e. with a blessing (Creuzer, Symbolik, 11. 
p. 204, Iv. p. 56); and similarly he is bidden to approach ka@apoi@ 
modi in Sophocles, Antig. 1143. The authority for the Elean usage is 
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pointed to the human blood which was shed at his altars. 
He was called ‘OQuadios or ‘Qwodayos, because he had human 
sacrifices at Chios, Lesbos, and Tenedos,! and his name 
Zaypevs is best explained by a similar reference.? Persian 
' prisoners were solemnly offered up to him on the day before 
the battle of Salamis.* The Delphic oracle sanctioned the 
yearly sacrifice at Potnie in Beotia of a beautiful boy to 
Dionysus, until, asin the story of Iphigenia, a kid was 
substituted for the victim.* At the feast called Sxépea, 
a scourging of women took the place of the human sacrifice 
to Dionysus at Alea in Arcadia, in the same way as the 
boys were whipped rather than slain in honour of Artemis 
Orthosia.® 

The Semitic sun-god and his Greek representative Dion- 
ysus were not only worshipped under the form of a wrathful 
and cruel Moloch, to whom the blood of human victims was 
an acceptable and even necessary offering. He appeared 
also as the god of generation and reproduction, as the cause 
both of human life, and of that annual growth of the fruits 
of the earth,® by which human life was sustained, above all, 
as the giver of the grape, which made glad the heart of man, 
and stimulated him to all that was pleasant and joyous. In 


Plutarch, Qu. Gr. xxXxv1., who gives the hymn addressed to Bacchus 
by the Elean women as follows: éA@eiy tipw Aidvuce GALov es vady ayvdy 
avy Xaptrecow és vaby TO Boew 70d) Obwy" cita Sis emgdovow" Bkte Tadpe. 
He adds the question, métepov bri nal Bovyevt) mpooayopevoucw Kah 
Tatpoy Tov Gedy. uripides defines Bacchus as tavpdxepws Ads (Bacch. 
too): and he was also called tavpépuopdos, Bovkepws, Keparddpos, kepa- 
Topuhs, xpvodxepws, and the like. See on this subject F. Streber’s 
elaborate paper, Ueber den Stier mit dem Menschengesichte auf dem 
Munzen von Unteritalien und Sicilien, Munich Transactions for 1837, 


eae arplige de Abst 

orphyr. de Abst. 1. 55. 
2 Cruezer, Symbol. tv. pp. 96 sqq. 3 Plutarch, Themist. c. 13. 
* Pausan. Ix. 8. S Id. vir, 23: 


6 With reference to the functions of Dionysus as the god of all ripe 
fruits, Plato calls the yevvata érdpa, or fruits which may be eaten from 
the trees, as distinguished from the d-ypotkos émepa, or fruits intended 
for ulterior applications, by the somewhat strange designation of 
madi (not maideia) Aroyvows aOnoadpictos (Legg. 844 D). Hence 
Bacchus is called Sevdpirys; Plut. Qu. Sympos. p. 675 F; Athen 
Ill. 78 B. 

C0) 
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this capacity, he was worshipped in his Semitic home as 
Baal-Peor ; in Byblus, and other Semitic cities, he bore the 
name of Adonis ;? and the Jews called him also Thammua, 
from the name of the month July, in which his worship, as 
that of the glowing and triumphant Sun, was more especially 
celebrated.? In some parts of Asia Minor the Sun, as the 
fructifying principle, was worshipped as Priapus,* and though 
this deity was really another form of Dionysus, one of the 
mythological legends made him the son of Venus, and a 
doubtful father, either Dionysus or Adonis.® In Palestine, 
and wherever it appeared, the worship of Baal-Peor was 
accompanied by frightful immoralities,°and there is every 
reason to believe that the pure and divine religion of the 
Jews, which denounced the inhuman rites of Moloch, was 
based on a still more formal repudiation of the worship of a 
deity, for whose name the Israelites indignantly substituted 
the word Bosheth, signifying “shame.”? The sun-god, as the 
giver of life, was represented under the more decent type of 
a serpent ;° but the revolting emblem of the Phallus was 
openly displayed in every country to which this form of 
religion had penetrated ;° it was a necessary accompaniment 


1 YD bya or WYB only (Numbers xxv. 1 sqq., xxxi. 16; Josh. xxii. 
17). The name is represented by the Fathers as BeeApaydép or Bel- 
phegor (Etym. M. ad v.; Hieron. in Os. c. 9). 

2 Creuzer, Symb. 0. pp. 472 sqq. The name is the common Semitic 
expressiun for “my Lord,” and is therefore nearly synonymous with 
Baal. 

3 Hzek. viii. 14. * Lobeck, Aglaophamus, p. 499. 

5 Schol. Apoll. Rh. 1. 932. 6 Creuzer, Symbol. 11. 411. 

7 e. g. Hosea ix. to, “They went to Bual-Peor and separated them- 
selves unto that shame, and their abominations were according as they 
loved.” 

8 For the serpent as the Orphic first principle, see Creuzer, Symbol. 
II. 224; IV. 83, 45; for its use as a symbol of Saturn or Moloch, see 
Creuzer, iv/d. ut 69; for its use in the worship of Bacchus and along 
with the Phallus, see Creuzer, ibid. rv. 137; Gerhard, Anthesterien, 
pp. 158, 160. It was, in fact, a type of the Agathodzemon (Creuzer, 
IV. p. 55), an Egyptian symbol (Lampridius, Heliogabal. 28), as such 
adopted by the Israelites (Numb. xxi. 8). Justin Martyr says rather 
too generally (Apol. 1. 27, p. 71 A): mapa mwavTi Tv vour(cucvwy map” 
duiv Gewy dois gUuBoAov weya Kal uvoThp.oy avaypapera, but from the 
context he seems to have understood its meaning. 

® See e.g. Herod. u. 48. That these figures existed in Palestine 
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of the rural feast of Bacchus in Attica ;) till the last century 
it existed in all its most repulsive features in the heart of 
Christian Italy ;2 and the oldest traditions derive the 
indecency of this adoration of the reproductive powers of 
nature from the drunkenness of the vine-god and his 
festival. 

_It was as a Phallic god and as the giver of wine that 
Dionysus retained his place in the worship of ancient Greece. 
And in this capacity his worship connects itself indissolubly 
with the mysteries of Demeter and her daughter, the god- 
desses of the earth and of the under-world.* Generally the 
productiveness of the earth is regarded as the result of a 
marriage between the god of the sky,—whether he appears 
as the genial Sun or as the refreshing rain,—and the goddess 
who represents the teeming earth, and weds her daughter to 
Plutus or Pluto, the owner of the treasure hidden below the 
surface of the ground, either actually, as metallic riches, or 
potentially, as the germs of vegetable growth.’ To the 
last, this was the leading characteristic of the old Athenian 
worship of Dionysus, and his spring festival, the Anthesteria, 
was accompanied by mystic solemnities, pointing at once to 
this ideal of his religion, and to its Semitic origin. At this 


may be inferred from 1 Kings xiv. 23; 2 Kings xvii. 10, xxiii. 14; 
Hos. x.1. For this worship in Italy, see Plin. H. N. xxxvu. 4, 7; 
August. Civ. Dei, vu. 21, 24, 2; Arnob. Iv. 7. 

1 See e.g. Aristoph. Acharn. 243. 

2 At Isernia, one of the most ancient cities in the kingdom of Naples, 
situated in the Contado di Molise. It was destroyed by an earthquake 
in 1805, a judgment, as some might think, for this iniquity. 

3 Compare Tzetzes, Chiliad. vil. 211: 

Tov oivoupylas edpetod, pnul, Tov Aiyurtiov 

Tov Nae kat *Oolpidos- 
with the tradition preserved by Berosus respecting the Phallie worship 
introduced by Ham: “ hic est le Belphegor” (says Cornelius Agrippa, 
Opp. um. p. 63), “idolum omnium antiquissimum, quod et Chamos 
dictum est, a Chamo filio Noe, qui, teste Beroso, idcirco Hsenna cogno- 
minatus est, hoc est, impudicus sive ignominiosus propagator.” 

4 This subject has been recently discussed by Gerhard, iiber die 
Anthesterien und das Verhdltniss der attischen Dionysos zum Koradtenst, 
Berlin, 1858. 

5 Petersen, geh. Gottesd. b. d. Griech., 1848, p. 17. L 

6 The principal passage for this ceremonial is in the speech against 
Newra, attributed to Demosthenes, p. 1370. ; 

Cc 
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festival the mysteries were entrusted to the wife of the king 
Archon, and to fourteen priestesses called yépapa, whose 
number is that of the victims sent to the Minotaur, and is 
obviously Semitic.! As the representative of the State, and 
as symbolizing the virgin daughter of Demeter, who re- 
turned to earth in the spring, the king Archon’s wife was 
solemnly espoused to Dionysus,? just as conversely the 
Venetian Doge annually married the sea, and she alone was 
admitted to gaze on the mysterious emblems of the god’s 
worship, on which the welfare of the State was supposed to 
depend, namely, the sacred serpent and the Phallus. It is 
impossible not to recognize in this usage some connexion 
with the story of Theseus and his Cretan expedition. For 
Ariadne, whom the Athenian hero carries away from Crete 
and leaves at Naxos, becomes the bride of Dionysus. And. 
the fourteen victims of the Minotaur reappear in the four- 
teen yépaipat, and in the noble youths and maidens sacrificed 
to the sacred serpent of Bacchus.* As Semele represents 
the earth,® Dionysus appears not only as her son, but also 
as her husband; for in his original form he is the main 
representative of the fructifying power of heaven. These 
oscillations in the persons of the sacred allegory need not 
create any difficulty, for the free play of fancy has combined 
and recombined the elements of the picture, like the chang- 
ing figures of a kaleidoscope. 

The forms of elementary worship, in which the powers of 
the sky and earth were personified, and which we have thus 
traced trom their Semitic origin, were established among the 
Pelasgian tribes of Greece long before the epoch called the 
return of the Heracleids, which marks the establishment of a 
Dorian, or purely Hellenic, race in the country which we 


1 Servius, ad #neid. vi. 21, Miiller, Dor. 1. 2, 2, § 14, recognizes the 
worship of Apollo, i. e. of the sun-god, in the number 7, and the En- 
naeteris in the period of the sacritice. 

2 It was only on the day of these espousals, the 12th of Anthesterion, 
that the temple was opened (Dem. in Nezr. p. 1377). 

3 Gerhard, Myth. 450, tr. 4 Id. Anthester. notes 43, 44. 

5 “Semele denotes the ground, not only according to Diodorus, m1. 
61, but also according to the certain derivation of the name, as GeuéAn, 
Oeuebrov (cf. HUGeuEOAWs); Welcker, Gétterlelre, 1. p. 536.” Gerhard, 
Anthest. note 96. 


DEMETER AND APOLLO. 21 


eall by their generic name. According to the ethnographic 
results which we adopt as most probable,! the Dorians or 
Hellenes, properly so styled, were ultimately the same race 
as the Persians. And they had from the earliest times a 
sun-god of a very different character from that of the Semitic 
tribes. The Ormuzd of the Persians was a god of light and 
purity, an archer-god, the giver of victory and empire, the 
charioteer of heaven, or the rider of the heavenly steed ;? 
and the Apollo of the Dorians possessed many of these attri- 
butes. But although, as an essentially warlike people, and 
averse from agricultural employments, which they considered 
the proper occupation of those whom they had conquered 
with the spear,® the Dorians were not very likely to adopt 
for its own sake a merely elementary worship, which is the 
usual idolatry of the tillers of the soil, their national deity 
Apollo would of course retain his traditionary position as a 
sun-god; and it was quite in accordance with the usual 
procedure that he should supersede the corresponding 
divinity, whom the northern tribes found established among 
their Pelasgian or Achzan subjects. The Dorians, when 
they conquered any country, generally introduced the wor- 
ship of their own gods, but they endeavoured at the same 
time to unite it with the religion which they found esta- 
blished in their settlements. Thus they adopted the 
elementary gods of Laconia, the Tyndaride, taking care, 
however, to give their worship a military and political 
reference,* so as to make it coincide with the attributes of 
Apollo, whose office of leader of the army was transferred 
to them. Similarly Apollo was made the object of the 
Hyacinthia, an ancient festival connected with the elemen- 
tary religion of the Agidx.® Now the Dorians worshipped, 
along with Apollo, afemale form of that god, called by the 


1 New Cratylus, § 92. Compare Gladstone, Homeric Studies, 1. 
PP. 545 8qq. 

2 Varronianus, p. 61, ed. 3. 

3 See the spirited drinking song by Hybrias, the Cretan, Athen. 
p. 695 F, and cf. Isocr. Panath. p. 326, Bekker: Aakedoimdvior dpedto- 
aVyTES ‘yewpylav Kal TEXVGV Kal ZAAwY ardyTwY, : 

4 See Miiller’s Dorians, m1. ch. 10, § 8, and compare our remarks in 
the following chapter of this book. 

5 Miiller’s Dor. 11. ch. 8, § 15. 
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same name (with of course a different termination), invested 
with the same attributes, and looked upon as his sister.? 
This need not surprise any one who has paid ordinary 
attention to systematic mythology; for we constantly find 
in all polytheisms sets of duplicate divinities, male and - 
female.2_ Now this is most particularly the case with those 
divinities who were the dpyyyéra: of the different nations. 
Thus there was both a Romus and a Roma,? a Vitellius and 
a Vitellia.t In some instances it may be accounted for from 
the fact that the original division of the nation has been two- 
fold :5 and in this way we would explain the double form of 
the national divinity of the Dorians ; for it appears to us 
that they were not always tprxdixes, but that they at first 
consisted only of the two branches of the family of Zgimius, 
the Dymanes and the Pamphylians, and that the Heracleids 
were not till afterwards incorporated among them.® How- 
ever this may be, the fact is certain; there were two leading 
divinities in the Dorian religion. Now in the elementary 
worship of the Pelasgians and Achzans there were also two 
divinities similarly related. These were the Sun and the 
Moon, worshipped under the related names of Helios and 
Selene, and by the Pelasgian old inhabitants of Italy, as well 
under appellations connected with the Greek, as under the 
names of Janus or Dianus, and Diana.’ In Greece, how- 


1 For instance, if Apollo was Lorias, Artemis was Lozo, if he was 
Hecaergos, she was Hecaergé. See Miiller’s Dor. u. ch. 9, § 2, notes 
(u) and (x) especially. Buttmann, Mytholog. 1. p. 16. 

2 See Niebubr, Hist. Rom. 1. pp. 100, 101. And sometimes deities of 
doubtful sex: compare Thirlwall in the Philol. Museum, Vol. 1. pp. 116, 
117; and on the androgynous character of Bacchus, see Welcker on 
the Frogs of Aristophanes, p. 224. 

3 Malden’s Rome, p. 123. * Niebuhr, Hist. Rom. 1. p. 14. 

5 Niebuhr, 1. p. 287; comp. 224. _ ® See Miiller’s Dor. 1. ch. 1, § 8. 

7 “HAvos and Seay are connected like #An and silva (cf. the proper 
name Sila, Paley, ad Propert. p. 52); Sol and (Se)luna are the same 
words under another form. 

On Janus, or Dianus, see Niebuhr, Hist. Rom. 1. p. 83; Buttmann, 
Mytholog. u. p. 73; Doderlein, Lat. Synon. und Etym. 1. p. 6. There 
was also a“Exaros as well as a ‘Exdrn (see Alberti’s note on Hesych. s. 
v. ‘Exdto.w). Mr. Scott, of Brasenose College, Oxford, has given a 
further development of these principles in a very ingenious and satis- 
factory essay on the mythology of Io, which appeared in the Classical 
Museum, No. xu. 
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ever, the original denominations of these divinities fell into 
disuse at an early period, and were rather employed to 
designate the natural objects themselves than the celestial 
powers whom they were supposed to typify ; and Dionysus 
or Bacchus was adopted as a new name for the sun-god, and 
Deo or Demeter for the goddess of the Moon. These 
divinities, as we have seen above, were Pheenician importa- 
tions; and, connected as they were in many of their 
attributes with the old elementary worship of the Pelasgians, 
they soon established themselves as constituent parts of 
that worship, and were at length blended and confused with 
the gods of the country. For Dionysus was the wine-god, 
and Deo the fertile earth from which the vine sprang up. 
How natural, then, was the transition from the god who 
gave wine to mortals, to the Sun to whose influence its 
growth was mainly owing! But if he ascended from earth 
to heaven, it was necessary that his sister deity should go 
with him ; and as his bride Ariadne shone among the stars, 
so might Demeter, Thyone, or Semele, his mother, sister, or 
wife, be also translated to the Moon, and rule amid the 
lights of night. Indeed, Bacchus himself is sometimes 
represented as a night-god, and in Sophocles he is invoked 
as the choragus, or choir-leader, of the fire-breathing stars, 
as one celebrated by nocturnal invocations.?, Thus Bacchus 
and Demeter were the representatives of those two heavenly 
bodies by which the husbandmen measured the returning 
seasons, and as such, though not immediately connected with 
agriculture? are invoked by the learned Virgil at the 
commencement of the Georgics.4 They also represented 
the earth and its productions; but there is still another 
phase which they exhibit: they were, in the third place, 
the presiding deities of the under-world.® This also admits 
of an obvious interpretation. The Greeks, as a consequence 


1 That Bacchus was the sun-god clearly appears from the authorities 
quoted by Welcker (Nachtrag zur Trilogie, p. 19°). 
2 Antig. 1130. 
8 Welcker, Nachtrag, p. 191. 
1.5—7: Vos, O clarissima mundi 
Lumina, labentem ccelo que ducitis annum, 
Liber et alma Ceres. 
5 Herod. 1. 123. 
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of their habit of imparting actual objective existence with 
will and choice to every physical cause, considered the cause 
of anything as also in some measure the cause of its contrary. 
Thus Apollo is not only the cause, but also the preventer of 
sudden death ;1 Mars causes the madness of Ajax,” he is 
therefore supposed to have cured the hero of his disease ;* 
the violent wind which raised the billows also lulls them to 
rest ;* night, which puts an end to day, also brings the day 
to light ;> and Bacchus, the bright and merry god, is also 
the superintendent of the orphic or black rites; the god of 
life, he is also the god of death; the god of light, he is also 
the ruling power in the nether regions.® 

The worship of Dionysus’ consequently partook of the 
same variations as that of the sun-god whom he superseded ; 
and while, on the one hand, his sufferings and mischances 
were bewailed, on the other hand, as the god of light, wine, 
and generation, as the giver of life and of all that renders 
life cheerful, his rites were celebrated with suitable liveliness 
and mirth. That mimicry should enter largely into such a 
worship, is only what we should expect. A religion 
which recognizes a divinity in the great objects of nature,— 
which looks upon the Sun and Moon as visible representa- 
tives of the invisible potentates of the earth, and sky, and 
under-world,—is essentially imitative in all its rites. The 
reason why such a religion should exist at all, is, as we 
have already shown in a general way, also a reason why 
the ceremonies of it should be accompanied by mimicry. 
The men who could consider the Sun as the visible emblem 


1 Miiller’s Dor. 11. ch. 6, § 2, 3. 

2 Soph. Aj. 179. 3 Id. ibid. 706. * Id. bid. 674. 

5 Id. Trachin. 94. For this reason, says Eustath. ad Iliad. A. p. 22, 
Apollo is called the son of Latona, tovtéot, vuxtéds. Conversely Horat. 
Carm. See. 10: 

Alme sol, curru nitido diem qui 
Promis et celas. 

§ Herod. 1. 123. 

7 Tt seems to us that Ouvdév7y or Aidéy7 is the feminine form of Aidyvaos, 
or more anciently A:déyuaos. 

8 Above, p. 8. The mirror which is given to Bacchus by Vulcan is 
an emblem of the mimetic character of his worship—oiw Atovdcov év 
karénrtpe, Plotinus, Iv. 3, 12 (see the passages quoted by Creuzer in his 
note on p. 707, I, 3, of his edition), 
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of an all-seemg power who from day to day performs his 
constant round, the cause of light and life; the Moon, his 
sister goddess, who exercises the same functions by night ; 
the two though distant (éxaroc) yet always present powers 
(mpoorarypior) ; the men who could see in the circling orbs 
of night “the starry nymphs who dance around the pole ;” 
such men, we say, would not be long in finding out some 
means of representing these emblems on earth. If the Sun 
and the ever-revolving lights were fit emblems and sug- 
gestions of a deity, the circling dance round the blazing 
altar was an obvious copy of the original symbols, and an 
equally apt representation.? 

The heavenly powers became gods of the earth, and it 
was reasonable that the co-ordinate natural causes of pro- 
ductiveness should also have their representatives, who 
would form the attendants of the personified primal causes 
of the same effects. The sun-god therefore, when he 
roamed the earth, was properly attended by the Sileni, the 
deities presiding over running streams ;? the goddess of the 
Moon by the Naiades, the corresponding female divinities; 
nay, sometimes the two bands united to form one merry 
train.? To the Sileni were added a mixture of man and 
goat called Satyrs, who were sometimes confounded with 
the former, though their origin appears to have been quite 
different; for while the Sileni were real divinities of an 

1 See the author mep! Avpixdv, apud Boissonade, Anecd. Grr. rv. 
p. 458; Rhein. Mus. 1833, p. 169; cf. note on Soph. Ané. 1113, p. 224. 
Vhough all polytiieisms are connected with the production of the 
mimetic arts, the modes of imitation differ with the nature of the 
religion. The symbols of an elementary religion are the objects of 
imitation; but in a mental religion, art is called upon to produce from 
the ideal a visible symbol. The mimicry of action is the result of the 
former, the mimicry of sculpture of the latter. Hence the primitive 
gods, who were parts of an elementary worship, were not originally 


represented by statues (comp. Miiller, Hwmen. § 89, 90, 93). “Ye 
eldest gods,” says Ion, 


“ Who in no statues of exactest form 
Are palpable: who shun the azure heights 
Of beautiful Olympus, and the sound 
Of ever-young Apollo’s minstrelsy.” 
Talfourd’s Ion, Act iii. Se. 2. 


2 Welcker, Nachtrag, p. 214. 3 Strabo, p. 468. 
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elementary religion, the Satyrs were only the deified 
representatives of the original worshippers,! who probably 
assumed as portions of their droll costume the skin of the 
goat, which they had sacrificed as a welcome offering to 
their wine-god.? 

Such was the religion of Bacchus as it appeared in 
Greece; and there is no doubt that it was speedily accepted 
by the Pelasgian and Achzan tribes; that it presented 
the duplicate form, which it had exhibited in its eastern 
home; that the mixed religion became prevalent both 
within and without the Peloponnese; and that the Dorians, 
having a pair of deities corresponding in many respects to 
those objects of elementary worship which they found 
established in most of the countries they subdued, very 
naturally adapted their own religion to the similar one 
already subsisting; and that accordingly Dionysus took or 
maintained his place by the side of Apollo even in the 
Delphic worship. 

In addition to the circumstances which adapted the 
religions themselves to an amalgamation such as we find 
in their ultimate form, there were features in the rites of 
Dionysus, even in their most ancient halting-places in Crete 
and elsewhere, which recommended them to the martial 
tastes of the northern Hellenes. The dances of the Curetes 
and Corybantes were decidedly military,* and the Bacchie 
rites, at least as adopted by the Spartans, had a gymnastic 
character, which accorded well with the rigorous training of 
the female population in Laconia.+* 


1 Strabo, p. 466: todtous yap tivas Salwovas 7) mpomdAous OeGy, K.T.A. 
p. 471: Kal OTs ob mpdroda Oedv pdvoy GAAG Kal aiTol Beol mpoonyoped- 
6noav. 

? Varro, de R. R. 1. 2, 18, 19; Virgil, Georg. m1. 376—383; Ovid, 
Fast. 1. 349—360; Eurip. Bacch. 138. 3 Strabo, p. 466. 

4 There were races at Sparta between young women in honour of © 
Bacchus. Hesych.: Avovuoiddes. ev Srdptyn wapPevar ai év Tots Avovuclos 
Spdmov aywrviCouevat, Pausan, D1. 13, 7: TH SE Hpwi tovT@ (Atovicov 
nyewove) ply Te Oe@ Olovow ai Alovvoiddes Kat ai Aevximmldes (1. 
Aevxdmodes], tas 5& AAas Evdexa &s Kal avTas Arovvarddas dvova Covet, 
TavTas Spduov mpoTiWcacw ayava’ Spav 5é oftw alow HAbev ex Acddar. 
Something of the same kind appears to be alluded to in Eurip. Bacch. 
853 sqq.: ap ev mavyuxlois xopois Ojow wort AcvKdy Td GvaBak- 
xevovoa, 
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From this brief sketch it will be seen that the connexion 
of the worship of Dionysus, Demeter, and Apollo, in which 
we recognize the earliest appearances of dramatic rites, was 
due to the common elements which they contained and to 
the readiness to adopt and appropriate the representative 
forms of human thought, which is universally characteristic 
of a plastic polytheism. We are now prepared to discuss 
the choral rites of the Doric Apollo, and to inquire into the 
circumstances under which the warlike dances of the 
northern Greeks came to be used in the celebration of 
religious solemnities consecrated to the Semitic wine-god. 


CHAPTER III. 
THE TRAGIC CHORUS.—ARION 


Doch hurtig in dem Kreise ging’s, 
Sie tanzten rechts, sie tanzten links. 
GOTHE. 

In the earliest times of Greece, it was customary for the 
whole population of a city to meet on stated occasions 
and offer up thanksgivings to the gods for any great 
blessings, by singing hymns, and performing corresponding 
dances in the public places.1_ This custom was first prac- 
tised in the Doric states. The maintenance of military 
discipline was the principal object of the Dorian legislators ; 
al] their civil and religious organization was subservient to 
this; and war or the rehearsal of war was the sole business 
of their lives.2 Under these circumstances, it was not long 


1 This is the reason why, according to Pausan. 11. 11, 9, the ayopd at 
Sparta was called xopés. We are rather inclined to believe that the 
Chorus of Dancers got its name from the place; xopds is only another 
form of x@p-os : and hence the epithet evpdxopos which is applied to 
Athens (Dem. Mid. p. 531) as well as to Sparta (Athen. p. 131 Cc, in 
some anapzests of Anaxandrides). Welcker’s derivation of xopés from 
xelp (Rhein. Mus. for 1834, p. 485) is altogether inadmissible. See 
farther, New Cratylus, § 280; Antigone, Introduction, p. xxix. 

2 groaronédov yap (says an Athenian to a Cretan, Plato, Legg. 1. 
p. 666) modrrelay Exete’ GAN odK ev Koreot KaTennKstwy. All the 
Dorian governments were aristocracies, and therefore necessarily war- 
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before the importance of music and dancing, as parts of 
public education, was properly appreciated: for what could 
be better adapted than a musical accompaniment to enable 
large bodies of men to keep time and act in concert? What 
could be more suitable than the war-dance, to familiarize 
the young citizen with the various postures of attack and 
defence, and with the evolutions of an army? Music and 
dancing, therefore, were cultivated at a very early period by 
the Cretans, the Spartans, and the other Dorians, but only 
for the sake of these public choruses :1 the preservation of 
military discipline and the establishment of a principle of 
subordination, not merely the encouragement of a taste for 
the fine arts, were the objects which these rude legislators 
had in view; and though there is no doubt that religious 
feelings entered largely into all their thoughts and actions, 
yet the god whom they worshipped was a god of war,? of 
music,? and of civil government,* in other words, a Dorian 
political deity ; and with these attributes his worship and 
the maintenance of their system were one and the same 
thing. This intimate connexion of religion and war among 
the Dorians is shown by a corresponding identity between 
the chorus which sang the praises of the national deity, and 
the army which marched to fight the national enemies. 
These two bodies were composed, in the former case in- 
clusively, of the same persons; they were drawn up in the 
same order, and the different parts in each were dis- 


like, as Vico has satisfactorily shown, whatever we may think of his 
derivation of réAeuos from méArs (Seienz. Nuov. Vol. 11. p. 160). 

1 “We and the Spartans.” says Clinias, “ ob %AAny ay Twa duvalueba 
@div 7 hv év tots Xopois éud@ouev EvyvAPers adew yevduevor.” Plato, 
Legg. p. 666. 

* -AtdAAwv—ArréAAwV, “the defender” (Miiller’s Dor. 11. ch. 6, § 6), 
who caused terror to the hostile army. sch. Sept. c. Theb. 147. 

* He was particularly the inventor of tle lyre—the original accom- 
paniment of Choral Poetry. Pind. Pyth. v. 67: CAmcAAwv) mépev re 
Kidapw didwot re Moioay ols dy eB€An, amdrcuov ayaydv és mpamldas 
evvoulay, 

4 «The belief in a fixed system of laws, of which Apollo was the 
executor, formed the foundation of all prophecy in his worship.” 
Miiller, Dor. 1. 8, § 10. The Delphian oracle was the regulator of all 
the Dorian law-systems; hence its injunctions were called @éuores, or 
“ordinances.” See the authorities in Miiller, 1. 8, § 8. 
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tinguished by the same names. Good dancers and good 
fighters were alike termed zpvdAées, i. €. mpo-tAées, or “ men of 
the vanguard ;”! those whose station was in the rear of the 
battle array, or of the chorus, were in either case called 
yureis, or “ unequipped;”? and the evolutions of the one 
body were known by the same name as the figures of the 
other. It was likewise owing to this conviction of the 
importance of musical harmony, that the Dorians termed 
the constitution of a state—an order or regulative principle 
(xécpos). Thus Herodotus‘ calls the constitution of Lycur- 
gus, “the order now established among the Spartans” 
(tov viv KatecreGra Kédapov Tots Sraptinrnor); Clearchus® 
speaks of the Lacedemonians who were prostrated in con- 
sequence of their having trodden under foot the most 
ancient order of their civil polity (ot tov wadadrarov ris 
mourns KOTMOV oupmarncavtes eerpaxndioOyoav) ; and 
Archidamus, in Thucydides,® tells his subjects that their 
good order (7d evxocpov) is the reason why they are both 
warlike and wise; and concludes his harangue to the allied 
army, when about to invade Attica, with an enforcement of 
the same principle.’ 

This description of the Chorus may suffice to show, that, 


1 See Varronianus, p. 314; ef. Athen. xiv. p.628 F: 80cv kal Swxdptns 
év Tois mothuaot To¥s KdAALTTA xXopevovTas aplatous gpnaly eivar Ta 
ToAcuia, A€ywv ofr ws" 

Oi 5€ Nopois KdAALOTa Beods TiL@ow, Upiorot 
"Ev ToAcuq’ 
oxedov yap Somep eEorAicla Tis Hv 7 Xopeta, K.T.A. 

2 Miiller thinks (Gétting. Gel. Anz. for 1821, p. 1051) that they were 
so called, because they were not so well dressed as the front-row 
dancers. 

3 See Miiller’s Dorians, B. m1. c. 12,§ 10; B. Iv. c. 6,§ 4. And add 
to the passages cited by him, Eurip. Troad. 2, 3: 
évOa Nupiyjdwv xopor 

KaaAaurrov txvos €feAicocovo.v mods. 
Here. Fur. 967: 6 8 e&eAicowy maida nlovos Kikrp 
Tépevua (1. wopevua) Seivoy odds. 


pula, G5 ® Ap. Athen. xv. p. 681 c. § 1, 84, 

7. 11: «éopov Kal dvdakhy mepl wayTds moiotpevo......€vi KdTNY 
Xpwpevous dalvecba. This word xécuos appears to be appropriated to 
dancing rather than to music: ka) yap év opxhoe: Kal mopela KaAdy pev 
evoxnuoctyn Kal kédajmos, «.T.A, Athen. XIV. p. 628 D. 
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being both regular and stationary, or moving only within 
the limits of a particular space, it was distinguished, in the 
latter respect, from the marching troop, which was a regular 
body of men in a state of progress, and in both respects 
from the Comus (x@mos), which was a tumultuous procession 
of revellers. We find the earliest description of the station- 
ary Chorus in Homer’s “Shield of Achilles,” where, as we 
shall see presently, the Hyporcheme is intended ; and we have 
the moving or processional Chorus by the side of the Comus 
in Hesiod’s “Shield of Hercules.’* The regularity of the 
Chorus always necessitated a leader (efapyos), who was 
either the musician or some fugleman among the dancers, 
who “set the example’ to the others. Thus in a dirge 
the chief mourner was said “ to lead off the lament ;’* and 


2 Hom. Il. xvu1. 590—606. 2 272—285. 
3 Kiister, de Verb. Med. 1. 23, 1. 5. 
4 The following passages will show the usage of efapyw ; 


Iliad xvim. 50 : af 5€ (Nnpnides) Gua waco 
SrHGea memANHYyovTo’ Oetis F cE pe you. 
Ibid. 314: avTap “Axatol 


TMavvdx.01 MatpokAov avectevaxovto yoarTes. 
Toior Se TnAclons adivod et jpxeE yd. 


Ibid. 604: dotw 5 KuBioTnThpe Kat adrovs 
MoAmijs ef apXovTeEs edlvevoy Kata meacous. 


To which we may add, 
Il. xxiv. 720: mapa 8’ cioay dordovs 
Ophvav éEdpxous olte ctovdecoay aordnv 
Oi pév ap’ eOphveor, em) SE orevaxovTo yuvaikes. 
With which compare Jl. 1. 604; Odyss. xxiv. 60. The simple &pyew 
occurs in Iliad xix. 12. Archilochus, fr. 38, Liebel. Athen. xiv. 
p. 6284: 
‘Os Atwyvoot &vakTos Kardy €Edptar wédos 
Olda S.bvpapBov otvm cuyrepavywOels ppevas. 


Archilochus, fr. 44, Liebel. Athen. iv. p. 180 EB: 
Aitds cE apxwy mpbs avady AécBuoy rarhova’ 


which Miiller, Dor. 11. 8, § 14 (note y), mistranslates. Hesays: “ there 
was always a person named éfd¢pxwv who accompanied the song on an 
instrument. Thus Archilochus,” &. But éédpyew pds avAdbv means 
“to lead off the Pzean, either by words or as a dancer, to the accompani- 
ment of the flute played by another person.” See Eurip. Alcest. 346; 
movs AiBuy Aaxeiv abAdv: so that Toup has rightly introduced apds 
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even the chief player in a game at ball is said dpyecOa 
podzys ;} whence it will be seen that the words péArecbar 
and pod}, when used in speaking of the old Chorus, imply 
the regular, graceful movements of the dancers, and the 
Eumolpids were not singers of hymns, but dancers in the 
Chorus of Demeter and Dionysus.” 

It would appear, then, that music and dancing were the 
basis of the religious, political, and military organization of 
the Dorian states; and this alone might induce us to 
believe that the introduction of choral poetry into Greece, 
and the first cultivation of instrumental music, is due to 
them. However, particular proofs are not wanting. The 
strongest of these may be derived from the fact, that the 
Doric dialect is preserved in the lyric poetry of the other 
Grecian tribes. We may notice this in the choral portions 
of any Attic tragedy. Now it has been sufficiently shown* 
that the lyric poetry of the Greeks was an offspring not of 
the epos, but of the chorus songs ; and if the lyric poetry of 
the Aolians and Jonians was always (with the exception 
perhaps of Corinna’s Beotian choruses) written in the Doric 
dialect, the choral poetry, of which it was a modification, 
must have been Dorian also.* Nor can any argument 
against this supposition be derived from the fact that the 
most celebrated of the early lyric poets were not Dorians ; 
for choral dances existed among the Cretans long before 
the time of the earliest of these poets; and it is no argu- 
ment against the assumed origin of an art in one country, 
to say that it attained to a higher degree of perfection in 


adAdv in Atheneus, p. 447 B (Hm. ad Suid. 1. p. 348). Pausan. v. 18, 4 
speaking of the chest of Cypselus, merolnvra: 5¢ kal dSovca: Modca, xa. 
*ArddAwy cE dpxwy Tis Gdns Kal oplow emlypaupa yéeyparTal, 
Aarotias obtos Tax” tvat Exdepyos ’"AwédAar, 
Motoa 8 au’ adrdv, xapiels Xopds, aici kaTapx et 


Sophocl. Vit. p. 2; (SopowdAjs) peta Adpas yuuvds GAndiwpévos Tots 
motaviCovor Toy émuikiny ci 7pxe. 

1 Odyss. v1. 101; ef. Athen. I. p. 20. 

2 Miller, Hist. Lit. Gr. Vol.1. p. 25. 

3 By Miller, Dor. B. rv. c. 7, § 11. 

4 The weight of this argument will be readily appreciated by the 
readers of Niebuhr’s Hist. Rom. 1. p. 82, Eagl. Transl. 
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another. With regard to Athens in particular, it appears 
to us, that we have in some sort positive evidence that 
choruses were not instituted there until the Athenians had 
recognized the Dorian oracle at Delphi; for some old 
Delphian oracles have come down to us? particularly en- 
joining .these Doric rites, a command which could hardly 
have been necessary, had they existed at Athens from the 
first. 

It must be obvious that so long as the choral music and 
dancing of the Dorians were a religious exercise in which 
the whole population took a part, the tunes and figures 
must have been very simple and unartificial. A few plain 
regulative notes on the tetrachord, and as much concinnity 
of movement as the public drill-masters could effect, sufficed 
for the recitation and performance of Pans in Lacedemon, 
Crete, and Delos. But, as a natural consequence of the 
importance attached to music and dancing, in countries 
where they formed the basis of religious, political, and 
military organization, it was not long before art and genius 
volunteered their services, and improvements in the theory 
and practice of instrumental music were eagerly adopted 
and imported, or cultivated by emulous harpers in the 
Dorian states. ‘The olian colonists of Lesbos, from their 
proximity to the coast of Asia Minor, were among the first 
who sought to accommodate the more extensive and varied 
harmonies of the Phrygians and Lydians to the uses and 
requirements of the Dorian chorus. Terpander of Lesbos, 
who gained the prize at the Lacedemonian Carneia in B.c. 
676,? substituted the seven-stringed cithara for the old 
tetrachord; and his contemporaries, the Greco-Phrygian 
Olympus, and the Beotian Clonas, exercised an influence 
scarcely less important on the flute-music of the Greeks. 
A little later, Thaletas, the Cretan, imported into the choral 
worship of his own country and Sparta a more impassioned 
style of music and dancing, which was intimately connected 


1 See Themistius, Orat. xxvut. p. 337 A, Harduin.: aad’ ovdtv tows 
KwAver Ta map Erepois apxiv AaBdvTa wAclovos orovdjs map’ AAS 
TUYXGVELY. 

2 Apud Demosth. Mid. p. 531, § 15, Buttm. 

3 Athenzeus, XIV. 0. 635 E 
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with the rhythmical innovations of Terpander and Olympus ;1 
and the Lydian Aleman, who was a great poet as well as a 
great musician, composed songs for the popular chorus, 
which may be considered as the true beginning of lyric 
poetry. As these improvements gradually developed them- 
selves, they necessarily superseded the ruder efforts of 
the old crowd of worshippers; and the poet, as dyptoupyds 
or “‘state-workman,”? with his band of trained singers and 
dancers, at length executed all the religious functions of the 
collective population. 

The most ancient and genuine species of the Dorian 
choral song was the Pxan, which was not only practised in 
the rehearsals of the market-place, but carried to the actual 
field of battle. It was so thoroughly identified with the 
worship of Apollo, that we cannot doubt for a moment that 
its original accompaniment was the harp (¢dpycyé), with 
which Apollo himself, in the Homeric Hymn, leads a chorus 
of Cretans ; he dances with noble and lofty steps, and they 
follow him, singing the sweet strains of the Iepwan.* But 
as early as the days of Archilochus the flute had taken the 
place of the harp as an accompaniment to the Pan at 
Lesbos.* | That there was something grave and staid in the 
criginal Pzean may be concluded from the topics to which it 
was confined;® and as late as the time of Agesilaus it 


1 Miller, Hist. Lit. Gr. c. x11. § Io. 
2 Od. xvii. 385: 
Tis yap 3h Eetvoy Kade? GAAOOe avTds ereAOay 
“AdAov 7, €f wy TG ot Snptoepyo? Eacw, 
Madvrw 7) intijpa Kax@y 2) TéxTova Soupay, 
*H Kal Odomiv dorddy, 6 Kev Tépryow aeEldwy ; 
3 Hom. Hymn. Apoll. 514 sqq.: 
*Hpxe D &pa opt, kvak Ards vids, "ATcAAwY 
bopuryy ev xelpecow exw, ayatdv KapiCwr, 
Kad& kal tw) BiBds: of 5 phocovtes Erovto 
Kpiites mpbs Tv0d, kat inmasnov’ tedov 
Ofot te Kpntav maidoves. 
Cf. Pind. NV. v. 22 sqq. 
4 Archiloch,. apud Athen. v. p. 180 E.: 
Aitds ékapxwy mpos avAy AéoBiov manors, 
above, p. 30, note 4. 
5 The ideal of a Peean is very well given in the first Chorus of the 
D 
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was performed at the mournful feast of the Hyacinthia.* 
Whence Plato speaks with disapprobation of the later 
practice of mixing up the Pean with the Bacchie Dithy- 
ramb ;” and in general we observe that the Pan, as devoted 
to the children of Leto, is kept separate and distinct from 
the Dythyramb, even in those countries where the worship 
of Bacchus was cultivated along with that of Apollo, and 
after the time when the characteristic Dionysian hymn was 
raised to the dignity of lyric poetry. 

From the Dorian Pzan three styles of choral dancing 
developed themselves at a very early period, and most 
probably received their chief improvements under Thaletas 
in Crete. These were the Gymnopedic, the Pyrrhic, and 
the Hyporchematic dances. The yupvoradic, or “ festival 
of naked youths,” was held in great esteem at Sparta.* 
The immediate object was the worship of Leto and her 
children, and the music was that of the Pean. But an 
heroic and tragic character was given to the solemnity by 
its formal reference to the victory at Thyrea. The praises 
of the valiant Spartans, who fell on that occasion, were 
always sung at the Gymmnopeedia, and the Exarchus wore the 
Thyreatic crown.® The gesticulations and steps of the boys 


(CEdipus Tyrannus, 151 sqq. Plutarch (p. 389 B) calls the Pan tetay- 
Bevny Kal cdppova movoay, 

1 Xen. Ages. 1. 17: otkabde aredOwv eis Ta “YaxivOia, drov eraxOn iro 
TOU XopoTo.od Toy TaLava TH EG cuvETEAE!. 

2 Legg. Wi. p. 700 D. 

3 See Pindar, Thren. Fr. 10, 103*, according to the emendations 
which we have elsewhere proposed : 


“Evtt mtv xpucaAanarov Aatots Tekéwy aordar 
*Ihilor)] mardvides* 

*Evte [S€ cuyKw]udv Tiot Kisood oTepavoy 
°EK Atw[yicov pmeTap jaomevat. 


4 ‘Eooth 5& ettis BAAN kal ai yupvomadiat 814 orovdqs Aakedatuoviois. 
eiciv. Pausan, Il. 11, 9. 

5 Athen. xv. p. 678 B: OupeatiKol* oftw KadrodyTat orepavar Tives 
mapa Aakedatpovias, &s pnot SwalBios ev TH wept Ovor@y, YAlvous avrods 
gackwy viv dvoudecbar, dvtas ex howikwy dépew F adtovs, drduvnua 
Tis ev Oupéa yevouevns vikns, To’s mpootaras Tay ayouevwy Xopav ev TH 
€opth Tavty, OTe Kal Tas Tupvomardlas éemivedovor. Xopol 8 eict To: 
uty evmpocdrav Taldwy, Td 8 ef apiotwy avipay, yuuvay opxovméerwy, Kat. 
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amounted to a rhythmical imitation of the wrestling match 
and pancration, which is partly implied by the absence 
of clothing.1 The Gymnopedic dance was considered as a 
sort of introduction to the Pyrrhic, just as the exercises of 
the Palestra in general were a preparation for military 
discipline. ‘To be able to move rapidly in armour was a 
leading accomplishment of the Greek hoplite, and we are 
expressly told that the Pyrrhic, which was danced by boys 
in armour, was a rapid dance.2 Beyond this rapidity of 
motion, it had no characteristic steps; the distinctive move- 
ments were those of the hands, whence it was called a 
“manual gesticulation ” (xewpovoyia), and might be performed 
by the horsemen as well as by the foot-soldier.2 Connected 
with the rites of the Curetes in Crete, and of the Dioscuri 
in Lacedemon, the Pyrrhic was danced in later times to the 
notes of the flute; and the same was the case with the 
Castoreum and the embateria. But we have positive 
evidence that the lyre was the original accompaniment in the 
Cretan and Spartan marches, and that the flute was substi- 
tuted only because its notes were shriller and more piercing.* 
The Hyporcheme was, as its name implies,’ a dance express- 
ing by gesticulations the words of the accompanying poem. 
Tt had thus, in effect, two different kinds of leaders. Going 
back to the earliest description of this dance, we find that 
not only is the citharist, who sits in the middle of the 





abbvtwy Oodrntov Kal *AAKpavos Gouwata, Kat tTovs Atovucoddtov Tov 
Adkwvos maevas. See Visconti, Mus. Pio-Clement. Tom. 11. p. 74, n. 4. 

1 Athen. xIv. p. 631 B. 

2 Athen. xiv. p.630p. The same is indicated by the Pyrrhic (*~) 
and Proceleusmatic (~~~) feet, which are attributed to this dance. The 
latter, to which the évdémAuos pududs refers, is tantamount to the anapest, 
which is the proper rhythm for embateria. 

$ This must be the meaning of what Pindar says of Bellerophon 
and Pegasus, O, xmt. 86: dvaBas 8 evOds évdmAia xarKwOels emaiCer. 
Of. Virg. Georg. Il. 115 sqq.: 

Frena Pelethronii Lapithe gyrosque dedere 
Impositi dorso, atque equitem docuere sub armis 
Tnsultare solo, et gressus glomerare superbos. 

4 Miiller, Dor. Book rv. c. 6,§ 6, 7. On the orgiastic nature of the 
flute-music see Aristot. Pol. vu1t. 7, § 9. 

> See Gesner, on Lucian de Saltat. (Tom. v. p. 461, a 

D: 
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chorus and sings to his lyre while the youths and maidens 
dance around him, described as leading off (é&apxwv) their 
pod, or rhythmical steps and gesticulations, but that 
there are always two chief dancers, sometimes called 
“tumblers” (kvBuorytipe), by whose active and violent 
motions the words of the song are expressed, and the 
main chorus regulated! These leaders of the chorus 
seem to have been essential to the Hyporcheme, and 
particularly to that species of it which was called the 
“Crane” (yépavos), where they led forward the two horns 
of a semicircle until they met on the other side of the altar 
of Apollo.2 The Hyporcheme originated in Crete, and was 
thence imported into Delos, where it seems to have retained 
its primitive characteristics even in the days of Lucian.’ 
Though connected originally with the religious rites of 
Apollo,‘ it was subsequently introduced into the worship of 
Bacchus by Pratinas,’ and into that of Minerva of Iton by 
Bacchylides.® 

We have treated more at length of these three sorts of 
chorai dances, because each of them had its representative 
in the dramatic poetry of a later age. This appears from a 
curious passage in Athenzus, probably derived from some 
author of weight :’ “There are,” he tells us, “three dances 
in scenic poetry, the Tragic, the Comic, and the Satyric; and 
likewise three in lyric poetry, the Pyrrhic, the Gymnopeedie, 
and the Hyporchematic ; and the Pyrrhic indeed corresponds to 
the Satyric, for they are both rapid” (he had given just before 
a reason for the rapidity of the Satyric dance). ‘ Now the 


1 Compare Jl. xvi. 591—606 (Od. Iv. 17—19) with Hymn. Apoll. 
182—206. 

2 See the passages quoted by Miiller, Dor. 11. 8, § 14, note g. 

3 De Saltat. § 6: "Ev AnjAw...taliwy xopol cuvedtovtTes em” avA@ kat 
KiOdpa oi ev exdpevov, brwpxovvTo Se of Epictoi, mpoKpiWevTes CE adTar. 
Th yoov Tois xopois ypapdueva TovTOIS GouaTa, VropXhuata EkaAeiTo: 
where of &pioro: manifestly agree with the kuBiornTipes, Which was 
another name for particularly active dancers. 

4 See Menandr. de Hncom. p. 27, Heeren: tobds wey yap eis *AmdAAwva 
maavas Kat dropxiuata voulCouer. 

5 Athen. p. 617. & Fragm. ed. Neue, p. 33. 

7 Athen. p. 630 D. He quotes Aristocles, Aristoxenus, and Scamo. 
With regard to the Hyporcheme ef. Athen. 21 D: 7 5& Ba@tAAeos 
[Soxnots | iAapwréoa Kal yao Urdoxnud Tt TovTov SiaTiber Oat, 
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Pyrrhic is considered a military one, for the dancers are boys 
- in armour; and swiftness is needed in war for pursuit and 
flight. But the Gymnopedic dance is similar to the Tragic 
which is called emmeleia; both these dances are conspicu- 
ously staid and solemn. The Hyporchematic dance coincides 
in its peculiarities with the Comic, and they are both 
full of merriment.” 

‘The Bacchice hymn, which was raised to the rank of choral 
and lyric poetry among the Dorians, was the Dithyramb, 
which is regularly opposed to the Pean. Originally, no 
doubt, it was nothing more than a Comus, and one too of 
the wildest and most Corybantic character. A crowd of 
wershippers, under the influence of wine, danced up to and 
around the blazing altar of Jupiter. They were probably 
led by a flute-player, and accompanied by the Phrygian 
tambourines and cymbals, which were used in the Cretan 
worship of Bacchus.? The subject of the song was properly 
the birth of Bacchus,* but it is not improbable that his 
subsequent adventures and escapes may have been occasion- 
ally celebrated ;* and it is a reasonable conjecture that the 
Corypheus occasionally assumed the character of the god 
himself, while the rest of the Chorus or Comus represented 
his noisy band of thyrsus-bearing followers.” Whatever 
opinion we may agree to form respecting the etymology of 
the name, it is at least clear, from any justifiable analysis of 
the word Ac-OvpapBos, that it was addressed to the king of 


1 Plut. De EI Delphico, p. 593: mitoBday ydp, AicxvAos onal, mpérer 
50dpauBov Suapreiy olykoivoy Avovicw’ TQ Se [’AmdéAAwYL] TaLdva TEeTAY- 
pévny Kal cddpova podoay. Ibid. p. 594: Tov pev %AAov eviauTdy TaLaye 
Xpavrat wept Tas Oucias, apxouevov SE Xetwavos emeyeipaytes 5:ObpayBov, 
Toy Se maiiva KatamavcavTes Tpels pivas avT ekelvov TOvTOY KaTa- 
KaAovvTa Toy Gedy. See also above, p. 34, note 3. 

2 Euripides, Bacch. 123—133, distinctly identifies the worship of 
Bacchus with the Corybantic adoration of Demeter. 

3 Plato, Legg. 11. p. 700 B: malwves Etepov, Kal &AAO Atovicov 
yéveois, oiuat, d:8UpapPos Acyduevos. 

4 This may be inferred from Herod. v. 67: nat 5) mpds, Ta mabea 
avTod Tparyikoiat xXopoicr eyepapoys Toy pkey Ardyucoy ov TimewyTEs, TOY 
de *Adpyoror. 

5 Bacchus is called 6 @fapyos by the Chorus of Bacchanalians in 
Euripides (Bacch. 141), and it seems obvious that the dithyramb must 
haye endeavoured to represent the @lacos in all its parts. 
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the gods; and Bacchus belonged, as we have already seen, 
to a branch of Greek religion which admitted an assumption 
of his character on the part of his votaries. 

Anton, acelebrated cithara-player (x.Gapdds) of Methymna 
in Lesbos, who flourished in the days of Stesichorus and 
Periander, (i.e. about 600 B.c.) is generally admitted to have 
been the inventor of the cyclic chorus (Kbkdtos xopds), in 
which the Dithyramb was danced around the blazing altar 
by a band of fifty men or boys,? to a lyric accompaniment. 
So intimately is Arion connected with this improvement, 
that he is called the son of Cycleus. We must be very care- 
ful not to confuse between this invention, or adaptation, of 
Arion’s, and the improvements introduced into the older 
style of Dithyrambic poetry, some one hundred years later 
by Lasos of Hermione, the teacher of Pindar and the rival 
of Simonides.* It is quite clear that the Dithyramb of 
Lasos gave rise to the style of poetry which existed under 


1 We have elsewhere discussed the etymology of this word at some 
length (New Cratylus, §§ 317 sqq.), and have endeavoured to show that 
it is the word 6vpau8os=OpiauBos appended to the dative of Zevs; that 
the termination is éu80s=tauBos, a word denoting a dance of people in 
close order, or a hymn sung by such a body; and that the root @up= 6p: 
is the same as that which is found in @%p-cos. To this opinion we still 
adhere. The only doubtful point, as it appears to us, is the explanation 
of the root of @¥pcos. Hartung (Classical Museum, vi. p. 372 sqq.) 
prope to connect @JpauBos with @épuBos. If the one were really a 

y-form of the other, it would be @épuuBos, not @¥pauBos. Cf. xépuuBos, 
YéuuBos, &c. As however the dithyrambic dance was called rup-Sacia 
(Jul. Poll. rv. 104: tupBacla d€ éexadrciro Td dpxnua Td diOvpayBikdy), 
and as the root @up-, @op-, po-, @pi-, might be connected with that of 
tpn, turba, from which this tupBacla is formed, a question might 
arise whether the name of the @vpaos was derived from the tumultuous 
clamours (@pdos, 6poéw, Optadros, Ke.) of the @iacos of Bacchus; or 
whether it was expressive of the symbolical meaning of the Bacchic 
staff with its accompaniments. 

2 Schol. Pind. Ol. xm. 26. Simon. Epigr. 76: 


Eewvoplaou 5€ tis vids “Aplorelins exopiryer 
Tevtjxovr avipay Kara pabdyte xope. 

3 Some of the older grammarians were unable to make this dis- 
tinction. Thus the Scholiast on Aristophanes (Aves, 1403) says: 
’"Avtimatpos 5€ Kal Edppdvios ev rots drouvhuact pact rods kvkAlous Xopods 
otha mparov Aacov Tv “Epuiovéa, of 5& &pxaidtepor “EAAdvikos Kat 
Atkalapxos ’Apiova Tov Mnfuuvaiov. 
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that name for many years, after the full development ot 
Tragedy and Comedy, and which is always distinguished 
from the dramatic chorus. Instead of passing from the 
flute of the Comus to the lyre of the Chorus, it multiplied 
the appoggiaturas of the flute accompaniment.’ Instead of 
assuming more and more a dramatic form, it is expressly 
described as having been distinguished from Tragedy and 
Comedy by its expository style, and by the pre-eminence 
given to the poet’s own individuality. Instead of approxi- 
mating to the language of ordinary life, it became more and 
more turgid, bombastic, affected, and unnatural. Even 
Lasos himself indulged in an excess of artificial refinement. 
Ee composed odes from which the sibilants were studiously 
excluded; and his rhythms were conveyed in prolix metres, 
which dragged their slow length along, in full keeping with 
the pompous phraseology, which was to the last days of 
Greek literature regarded as a leading characteristic of the 
Dithyramb.* Pindar, the great pupil of Lasos, speaks with 
disapprobation of this style of Dithyramb, which, however, 
his own better example failed to correct: ‘“‘ Formerly,” he 
says, “the Dithyramb crawled along in lengthy rhythms, 
ana the s was falsified in its utterance.” * Again, while the 


1 Plut. Mus. p. 666, Wyttenb.: Adcos 5¢ 6 ‘Epyuoveds eis thy d:Ovpau- 
Bichy ayowyhy petaothoas Tovs puOuovs kal TH T&Y avAGY ToAVPwYia 
KaTakoAovOjoas mAclooi re POdyyos Kal Sieppimmevors xXpnodpuevos eis 
herdbeow Thy mpoimapxKovoay Hyaye MovoLKhy. 

2 Plat. de Republ. m1. p. 394C: dri Tis morhoeds Te Kad wvOodroylas 7 
pev did piphoews GAn éotly, Gowep od A€yels Tpaywdia Te Kal Kwpwdla, 7 
d€ OP amrayyeAlas avTovd Tov moinTov, evpos & by adthy pddioTd mov 
ev 5:0upauBors. 

3 See Aristoph. Pax, 794—7; Aves, 1373 sqq. Hence d:6vpayPddns 
signifies tumid and bombastic. Plato, Cratyl. p.409 0c. Cf. Hipp. 
Maj. p. 292 c. Dionys. Hal. de adm. vi dem. p. 1043, 10. Philostrat. 
Pp. 21, 6: Adywy idéay od d:0vpayBédn, on which the Scholiast, published 
by G. I. Bekker (Heidelberge, 1818), says: S:0upayBodn ovvOéros 
évépact Ceuvuvomerny Kal exToTwTaTOLs TAGTMACL TOLKLAAOMEVnY* TOLOUTOL 
yup of S:8UpapBor &re Stovuciov TeAcTy apwpunpevol. 

4 Fragm. 47: Uplv wiv cipwe cxoworévera 7 Gorda S:0uvpduBov 

Kal 7d cay KiBdadroy avOpdroow amd cropatwr. 
The adjective cxoworevfs refers to rhythm, as appears from Hermo- 


genes, de Invent. 1v. 4 (Vol. 11. p. 158, Walz), who, after defining the 
xéppaand the c@Aov says: Td dé iwep Td jpwikdy gXoLvOTEVES KEKANTAaL 
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Dithyramb, as reformed by Arion, clung to the antistrophic 
and epodic forms introduced into the chorus by his contem- 
porary Tisias, who derived his better-known surname 
Stesichorus from the stability which he thus gave to the 
movements of his well-taught body of dancers, the Dithyramb 
of Lasos eventually became monostrophic, and returned in 
form to the primitive Comus, in the same proportion as it 
reverted to its original mimicry.?_ Above all, while the 
Dithyramb of Arion, influenced by the sedateness of the 
Doric muse, shook off by degrees all remembrances of the 
drunken frolics in which it took its rise, the other Dithy- 
ramb retained to the end many of its original characteristics. 
Epicharmus, who was a contemporary of Lasos, alludes to 
it in precisely the same manner as Archilochus, who 
flourished two hundred years earlier. That ancient poet 
says, that ‘““he knows how to lead off the Dithyramb, the 
beautiful song of Dionysus, when his mind is dizzy with the 
thunder of wine.’”* picharmus tells us that “ there is no 
Dithyramb, if you drink water.” And Simonides, the rival 
of lLasos, describes the Dithyramb as sung by noisy 
Bacchanalians crowned with fillets and chaplets of roses, 
and bearing the ivy-wreathed thyrsus.° 


Xphowuoy, mpooimiots wddiTa Kal Talis Tay mpooiwlwy mepiBorais. The 
second line alludes to the ga! aovymo. of Lasus: see Athen. vm. p. 
455 C. 

1 See the explanations given by the grammarians and lexicographers 


-of the proverbial phrases ayta oxTd, tpla Srnoixdpov, and ovdé Ta Tpia 


Srnoixdpov yryveones. With regard to the significance of his name, 
as applicable to the Bacchic Chorus in particular, it is worthy of 
remark that when the Delphic oracle (apud Dem. Mid. p. 531) enjoins 
the establishment of the Dorian form of Dionysiac worship at Athens, 
it expressly uses the phrase iordva: xopdv. 

2 Aristotle, Probl. x1x. 15, p. 918, Bekker: paAdov yap ta merce 
avaykn piwctoOar 7) Tots phuaciw: bid Kat ri SiOVpapBot, eed) prmntiKol 
eyévovto, ovKeTe Exovow avtiaTpdpous, mpdtepoy S€ elxor. 

% Above, p. 30, note I. 

* Apud Athen. p. 628 B. 

ovk €oTt SiOvpaufos, bxx’ Hdwp wins. 
5 Simonides, Frag. 150, Bergk, Anthol. Pal. 11. p. 542. 
TloAAdK: 8H puAtis "Akauavtidos év xopotcw* Noa 
*AvwddAviay Kictoddpos em) S:OupauBors 
Af Atovuciddes, pltpaice 6& Kat podwy adrois 
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Although Arion was a Lesbian, it was in the great Dorian 
city of Corinth that he introduced his great choral improve- 
ments. In enumerating the various inventions which were 
traced to that city, Pindar asks: “ Where else did the graces 
of Bacchus first make their appearance with the ox-driving 
Dithyramb ?” alluding to the ox which was sacrificed as a 
type of the god, who was also worshipped under this form. 
The account which is given of the specific improvements 
imported into the Dithyramb by Arion, though brief, is very 
distinct; and it is quite possible, from the notices which 
have come down to us, to draw up an accurate description of 
this Bacchie chorus as it was exhibited at Corinth in the 
days of Periander. 

Of our authorities, the two most explicit are the earliest 
and the most recent, which stand related to one another as 
text and commentary. Herodotus tells us that “ Arion 
was the most eminent cithara-player cf his time, and that 
he was the first, as far as Herodotus knew, who made 
poems for the Dithyramb, who gave a name to these poems, 
and regularly taught the Chorus; and that he did this at 
Corinth.”? The lexicographer Suidas gives the same in- 
formation, but at greater length, and in such a manner as 
to show that Herodotus was by no means his only authority. 
He says: “ Arion, the Methymnezan, a lyric poet, the son 
of Cycleus, was born about the 38th Olympiad. Some 


Sopav dodav ecxlacay Aurapay eipay, 
O? révde Tplroda opict udprupa Barxlwy adbrwy 

Pit, OjjKav- Kikuvveds © ’Avtryévns edldackev avopas. 
The student, however, must take care to remember that the Dithyramb 
never actually became a Comus after it had once been raised to the 
dignity of a Chorus. Even Pindar’s processional songs, though 
nominally performed by a Comus, were invested with the dignity of 
choral poetry, and Comedy itself became at last choral. See note on 
Pindar, Pragm. 45, p. 344. 

1 Olymp. Xu. 18: 

Ta) Awwvicov wébev c&epaveyv 
bv Bonddta xdpites d:OupduBy ; 

See above, p. 16, note 7. 

* Herod. 1. 23: *Aplova—édvra n.Oapwddy trav téte edvtwv oddevds 
devrepov: Kal dCipayBov, mparov avOpdmwv Tay jucis uev, morjoovtTd TE 
Az dvoudoaytTa Kal diddéavTa ev KoplvOw. 
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have told us that he was a scholar of Aleman. He is said 
to have been the inventor of the tragic style; and to have 
been the first to introduce a standing-chorus, and to sing 
the Dithyramb; and to give a name to what was sung by 
the Chorus; and to introduce Satyrs speaking in verse.”4 
As these accounts are in strict agreement with one another, 
and with all the scattered and fragmentary notices of Arion 
which we meet with elsewhere,” we may conclude that we 
have here a true tradition, and proceed to interpret it 
accordingly. It appears, then, that the following were the 
improvements which the Methymnzan cithareedus intro- 
duced into the Corinthian Dithvramb. 1. He composed 
regular poems for this dance.* Previously, the leaders of 
the wild irregular Comus, which danced the Dithyramb, be- 
wailed the sorrows of Bacchus, or commemorated his wonder- 
ful birth, in spontaneous effusions accompanied by suitable 
action, for which they trusted to the inspiration of the 
wine-cup. This is the meaning of Aristotle’s assertion that 
this primitive Tragedy was “ extempore” (avrocyxediacrixy*) 
and some such view of the case is necessary to ex- 
plain Archilochus’ boast that he can play the part of leader 
in the Dithyramb when the wine is in his head;° for this 
presumes a sudden impulse rather than a premeditated 
effort. Arion, however, by composing regular poems to be 
sung to the lyre, at once raised the Dithyramb to a literary 
position, and laid the foundations of the stately super- 
structure which was afterwards erected. 2. He turned the 
Comus, or moving crowd of worshippers, into a standing 
Chorus® of the same kind as that which gave Stesichorus 


1 Suidas: “Aplwy Mn@upuvaios, Aupikds, KukAéws vids, yeyove Kata Thy 
An! dAvumiddar Tiwes Se Kal wabnriy “AAKuavos iorépnoay aitéy, Fypae 
dé dopara, mpoolua eis Exn PB’. A€yeTar SE Kal TparyiKkod Tpdmov cbperys 
yeverbat, kal mp&@tos xopdy orjocu Kar SiOvpauBov doa kat dvoudoat Td 
Gddmevov bd Tod Xopov Kal carvpous eiceveyKeiv EupeTpa A€yovtas. 

? Dio, m. p. 101; Phot. Cod. 239, p. 985; Schol. Pind. Ol. xm. 18; 
Schol. Aristoph. Aves, 1403. 

3 This is the true force of the phrases roijjoa, goat Td 5i6dpauBor. 

4 Aristot. Poet. c. iv. 

5 See the lines of Archilochus quoted above, pp. 29, 30. 

6 Suidas: xopdy orjou. Schol. Pind.: €oryce 5€ adrdy [rdv kdnAtov 
xcpov|. This standing chorus nevertheless might perform éfeArypot 
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his surname. In fact, the steps of the altar of Bacchus 
became a stage on which lyric poetry in his honour was 
solemnly recited, and accompanied by corresponding gesticu- 
lations. 38. He was the inventor of the tragic style (tpayiKod 
tporov ebperys). This means that he introduced a style of 
music or harmony adapted to and intended for a chorus of 
Satyrs For the word tpdyos, “ he-goat,” was another name 
for cdrupos, the goat-eared attendant of Bacchus ;? and‘we 
have just seen that Suidas specifies the appearance of satyrs 
“ discoursing,” or holding a sort of dialogue, in verse, as 
one of the peculiarities of Arion’s new Dithyramb. 4. He 
gave a name to what was sung by the Chorus.2 What 
name? Not d0vpayfos, for that was the common designa- 
tion in the time of Archilochus, some one hundred years 
before. As Arion substituted for the riotous Comus a 
stationary and well-trained Chorus, that which was sung— 
the dowdyn—could not be a kwuwdia or Comedy ; but, as being 
the hymn of a Chorus of tpayou or “ satyrs,” it was naturally 
termed a zpaywdia.* This name could have nothing to do 
with the goat, which was the subsequent prize of the early 
Attic Tragedy; for we are expressly told, that in Arion’s 
days the ox was the prize®. Nor could it imply that the 
goat was the object of the song, as if tpaywdds signified a 


and other evolutions on the ground to which it was limited. The 
Chorus, as a whole, was stationary, though the separate dancers were 
in motion. 

1 On the tpdro, “styles” or “harmonies” of Greek music, the 
student may consult Miiller, Hist. Lit. Gr. 1. p. 152 [202]. 

2 Hesych.: Tpd-yous: carvpous—bia Td tpdywv Gta Exew. Htym. M.: 
Tparywdla Sti T& ®OAAG of xopol ek catipwy auvictaytTo, obs éxdAouy 
Tparyous. 

3 Herodotus says, dvoudcayta tov d:0dpauBov: but Suidas more 
definitely, dvoudoa: Td gddmevov brd Tov xopod. 

4 It is pretty clear that tpaywdia was the name of a species of lyrical 
poetry antecedent to, and independent of the Attic drama. See Bockh 
in the Appendix to this Chapter. Welcker, Nachtrag, p. 244: “The 
lyrical Tragedy was a transition step between the Dithyramb and the 
regular drama. It resembled the Dithyramb in representing by a 
chorus Dionysian and other myths (hence the Pans of Xenocritus 
were called myths, because they related heroic tales), and differed from 
it in being sung to the lyre, and not to the flute.” 

5 Athen. p. 456 D; Schol. ad Pind, Ol. x11. 18, 
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man és tpdyov decider.t For, as xiapwdéds means a man 
who sings to the cithara, so tpaywdds and xwpwdds denote 
the singer whose words are accompanied by the gesticula- 
tions or movements of a Chorus of Satyrs, or a Comus of 
revellers. That the form of Doric Chorus, which Arion 
first adapted to the Dithyramb, was the Pyrrhic, appears 
from what has been stated above.” It was probably not 
till the days of Thespis that the Gymnopeedie dance appeared 
as the Tragic Emmeleia. In Arion’s time the tragic style 
was still a form of the Dithyramb, strictly confined to the 
worship of Bacchus, to which the poet had been habituated 
in the early days of his Lesbian life, formally satyric in the 
habiliments of its performers, and in every sense a new and 
important branch of the Dorian lyric poetry. 

About the time when Arion made these changes in the 
Dithyramb at Corinth, we read that a practice began to 
obtain in the neighbouring city of Sicyon which could not 
be altogether unconnected with Arion’s “tragic style.” The 
hero Adrastus was there honoured with Tragie Choruses. 
And the tyrant Cleisthenes, for political reasons, restored 
these choruses to Bacchus.* The tendency, which was 
thus checked, shows that the Dithyrambic Chorus of Arion 
had proved itself well adapted for the representation of 
tragic incidents, and especially of those misfortunes which 
were traceable to an evil destiny ; for Adrastus was a type 
of unavoidable suffering,» brought down by the unap- 
peasable vengeance of heaven; and every reader of the 
later Greek Drama is aware that this was a main ingredient 
in the plots of the more finished Tragedies, in which the 
divine Nemesis was always at work. There may, therefore, 


1 This is Ritter’s opinion; ad Arist. Poet. p. 113. 

2 It appears too from Aristophanes (Ranz, 153) that Kinesias, who 
was a celebrated Dithyrambist, was also renowned for his Pyrrhies. 

3 Bihr, ad Herod. 1. c. 

4 Of DE Sicvdvion CbPeocav peyadworl Kdpta Tidy Tov *Adpyoroy...Té 
Te 5} UAAG| of Sikvdvie erinwy Tov ~AdpnoToy, kal 5) pds, Ta wdbea adTod 
Tparyikotgt xXopotat eyepaipov' Toy pev Ardvucoy ov Timéewyres, Toy SE 
“Adpnatov. KaAeicbevns 5€ xopods mev TG Aroviow amédwxe, Thy St BAAnY 
Oucinv TG MeAavinr@ Taita wey es” Adpnatdy ot wemolnro. Herod. v. 67. 

5 His name, as is well known, indicated as much. See Antimach. 
p. 71 (apud Strab, p. 588). 
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be some foundation for the claims set up by the Sicyonians.1 
By transferring the Bacchic Chorus to the celebration of 
other heroes, they made a step even beyond Arion towards 
the introduction of dramatic poetry properly so called; and 
it is.very possible that Epigenes of Sicyon may have been 
the first of a series of sixteen lyrical dramatists ending with 
Thespis,? to whom, as we shall shortly see, we owe the 
actor,? the dramatic dialogue, the stage, and the epic 
elements of the Athenian Tragedy. 

The only specimens of the Greek choral poetry which 
have come down to us complete are a certain number of the 
Epinician or triumphal Odes of Pindar, who was born three 
years after Alschylus, who was more than once an honoured 
guest at Athens after the establishment there of the tragic 
drama, and whose intercourse with Aischylus, in Attica and 
in Sicily, is attested by more than one indication of bor- 
rowed phraseology. We cannot therefore conclude the 
present chapter without endeavouring to ascertain how far 
the performance of one of Pindar’s Epinician Odes partook 
of a dramatic or histrionic character. 

We have already seen, on the authority of Plato, that the 
melic poem presumed a direct communication from the poet 
himself—it was 60 arayyedias avtov Tov zoynrov, in other 
words, it represented the author of the poem as speaking in 
his own person, and was therefore distinguished from the 
imitative dialogue of dramatic poetry.* Now the ézwikov 
in particular belonged to the class of éyxémia, which by the 


1 rpaywdias ebpetal mtv Sixvevio, TeAeciovpyol S€’Artixoi. Themist. 
Orat, XXVIII. 337 B. 

See also Athen. xiv. p. 629 A: "Audlay—iyec@al oyow év. ‘EAtKou 
maldwv dpxjoets peTa omovdis mapatiWeuevos apxaiov éemiypauma 
760¢° 

"Auddtep’, wpxevuav Te kad ev Mécais edldgoKov 
Avipas, 6 8 avAnras jv” Avakos Biadevs* 

Eiu) 5¢ Barxeldas Sikv@vios. 7 pa Ocoicr 
Tots Sixvavi KaAby TOUT GmeketTo yéepas. 

2 Suidas in @do7ms. 

* Athen. xiv. p. 630C: ouvéornke St kal Sarupixh mica rolnois 7d 
TaAGLY ex Xopay, as Kad y TATE TPAwdla’ Didmep OvdE UTOKpPITaS EixXoY, 

4 Plat. Resp. 11. 3940. Ast interprets dmayyeAla as “ea exponendi 
ratio qua poeta lyricus utitur qui suis ipse verbis omnia refert, sue ipse 
mentis sensa explicat.” 
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nature of the case implied a festive meeting! and more than 
any other form of melic poetry allowed the bard freely to 
introduce his own personality. It does not, however, 
follow from this that the poet was always present in person, 
and took an immediate part in the public performance of 
his ode. On the contrary, as the triumphal ode was gene- 
rally celebrated in the victor’s native city, and sometimes 
repeated from time to time on the anniversary of his 
suecess, the poet would more frequently than otherwise be 
absent, and if the ode contained any direct dwayyedia from 
the author, he must have been represented by the leader of 
the chorus, who thus became, to all intents and purposes, 
an actor, or the exponent of an assumed personality. It is 
probable in itself that there was a class of persons, who laid 
themselves out for this species of impersonation, and the 
fact that it was so is proved by the Orchomenian Inscription 
(No. 1583), quoted in the Appendix to this Chapter. We 
find there that a certain Theban named Nicostratus gained 
the prize at the Charitesia as xwyodds in regard to the 
éxwikia, i.e. not the celebration of the victory, as Béckh 
supposes, but the songs composed for that celebration. 
For in order to sing the émixwpyiav avdpdv KAvTav Ora, as 
Pindar calls it,? it was necessary that there should be a 
xwpwoos, a leader of the band, that is, either the poet himself, 
who is mentioned in the following inscription,* or some 
professional leader, like this Nicostratus. There is suffi- 
cient evidence in Pindar’s odes to prove that the drayyedia 
of the poct himself was thus undertaken by a professional 
representative, who was distinct from the teacher of the 
Chorus. 

There are two of Pindar’s Epinicia, the sixth Olympian 
and the second Isthmian ode, in which the poet directly 
addresses the*xopodudacxados. In the fifth strophe of the 
former he says ;* “‘now urge your comrades, Aineas, first 
to sing of Hera Parthenia, and then to make known whether 
we truly escape from the old reproach—Beotian sow! For 
you are a true messenger, the despatch-staff of the fair- 
haired Muses, a sweet-mixing cup of loudly uttered songs. 

1 Below, Chapter v. 2 Pythoxt 6: 


31.47: Ta emivikia kouwdiav TonThs. * vv. 87 8qq. 
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Then tell them to remember Syracuse and Crtygia.’”” There 
is every reason to believe that this ode was sung at Stym- 
phalus in Arcadia. Agesias had driven the mule-car him- 
self at Olympia, otherwise the allusion to his danger! would 
have no meaning; but the chariot driven by his friend 
Phintis formed part of the triumphal procession which 
accompanied the performance of the ode, as appears from 
the address to the charioteer.? The “unenvying citizens,’* 
who are represented as taking part in the song of victory, 
are of course the Arcadians, tacitly opposed to the envious 
Syracusans, who slew Agesias three years after his victory, 
and who are implied in the statement that “envy impends 
from others envying him.”* ‘That Pindar could not have 
been present at the Arcadian festival is clear from his 
calling Aineas ‘a messenger” (ayyeAos) and “a despatch- 
staff” (oxvrdAy); and that Atneas was not the kwpwdds, but 
merely the xopodiddécxados, is proved from this address to 
him. From the words immediately preceding: ‘ Theba 
whose delightful water I will drink when I weave a varied 
strain for warriors,’® it appears that Pindar was at Thebes 
when he was meditating another hymn on the Olympic 
victory of Agesias, which was to be performed at Syracuse 
under the auspices of Hiero; for the avdpes aiyyynrai un- 
doubtedly refer to Agesias, who is described as distinguished 
by his military excellences no less than by his connexion 
with the prophetic clan of the Iamide.® In the other case, 
where the xopodiddcxados is addressed, namely, at the end of 
the second Isthmian ode, although Thrasybulus, the son of 
the deceased victor Xenocrates, is accosted in the second 
person in the preceding stanzas,’ the concluding epode is 
directed to the trainer of the choir, Nicasippus, and the 


1 yy. 9—II. 2 vv. 22 sqq. 
3 ¥.7: éemvpous apdvev doray ev iweptais ao.dais. 
4 Vv. 74: p@uos ex & &AAwv Kpeuarat PbovedytTwy, 
> vv. 85—87: O7nBav, Tas eparewdy tdwp 
miouat, avdpdow aixuaraior mAéKwy 
motKiAoy Upvov. 
We have maintained, in our note on this passage, that mioue: must be 
future here: and have compared Isthm. v. 74: wiow ode Alokas ayvor 
DSwp. 
SHVV. £7, 19. OVV Lets 
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poet speaks as though all that had gone before was a 
message to be delivered to Thrasybulus, when Nicasippus 
next saw him. He says:! “let him not be prevented by 
the envious hopes of others from speaking his father’s 
praise and publishing these hymns” (the second Isthmian 
and another composed for recitation at Agrigentum), ‘for I 
have not made them to tarry in one place (like a statue, as 
he says elsewhere)? but to pass to and fro among men. 
Communicate (or impart)* these injunctions, O Nicasippus, 
when you shall have come to my respected friend.” 

From these passages it appears that the xwywdds of the 
Epinician Ode sometimes directly represented the person of 
the poet. 


1 vv. 43—48. 2 Nem. v. I. 
3 amdéveyov. The scholiast says it means dvayva6., “read,” as in 
Soph. Fragm. 150: od & év Opdvoicr ypoupdtwv mrixas EXwy amdveipmor. 
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APPENDIX TO CHAPTER III. 
ORCHOMENIAN INSCRIPTIONS. 


1583. 


Mvactvw tpxovtos, arywvo- 
Gerlovtos Tay Xapiteicioy 
Evddpws T@ Mavtwvos, ride 
evixwoay Ta Xapitetoia 


caAmiyKtas 

Sidivos Pirdlvw ’A@aveios, 
Kapove 

Eipédas Swkpdrios OciPetos, 
TOELTAS 

Mijotwp Micropos Swkaseds, 
poadFudos 

Kpdtev KAlwyos @eBeios, 
avAertas 

Tlepryévers “HpaxAldao Kovtirnvds, 
avAdaFudos 

Aaphvetos TAavew ’Apyios, 
KOapioTas 

*AyéAoXos “AckAamioyéevios AioAels aro Moupivas, 
1OapaFvdos 

Aapdtpios ‘Auadwlw AioAcbs amd Moupivas, 
TparyaFudos 

*AckAamiddwpos Movdéao Tapaytivos, 
KkwudFudos 


Nixdotpatos SiAoctpdtw OciBetos, 
7a emvixia KwudFvdos 
Evapxos E[ilpodotw Kopwvrets. 


1584. 


Olde évikwy Tov ayava Tay Xapitynciov’ 
CaATioTHS 

Mavis "AroAAwviov “Aytioxeds ard Matavdpov, 
Khpvé 

Zéiros Zwidou Tdduos, 
pabwdds 

Novuphvios Novunviov *A@nvatos, 
Towntys emav 

*Auwias AnuorAéouvs @nBaios, 
avAnTis 

*AmoAAdboT0s "AmoAAOddéTOU Kpnoaios, 
avawodds 
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‘Pudizmos ‘Podlamov °Apyetos, 
KiapioTys 

davias "AwoAAodépou ToD Saviov, Aioreds amd Kins, 
Kibapwdds 

Anunrpios Tapuevlcxov Kadxnddvios, 
Tparywdos 

‘Inmoxpatns ’Aptotouéevous ‘Pdduos, 
Ko@p@dds 

KaaAiotpatos *Ekaxéctov @nBaios, 
TONTHs Batipwv 

"Auwias AnuoxAéous OnBaios, 
broKpiTys 

Awpdbcos Awpobéov Tapaytivos, 
TONTHS Tpay@oiav 

ZodokAjs SoporAéovs *AOnvaios, 
broxpiTys 

xiaBipixos Ocodépov OnBaios, 
TONTIS KOL@oLoV 

“Adéiavipos ’Aototiwvos "A@nvatos, 
broKpLT HS 

*Attados “AttdAov *A€nvatos. 

Olde evikwy Toy veunTov ayava Tay ‘Opodwier 

matoas avAnTas 

AwoxAjjs KadAuuhaov OnBaios, 
maidas 7yeuovas 

=rpazives Evvixov OnBaios, 
avdpas avAnras 

AtoxAjs KadAiundAov O7Baios, 
avdpas ayeuovas 

‘Pddimmos “Podimmov *Apyetos, 
Tpaywdds 

‘Inmoxparns “ApioTomeévous ‘Pddi0s, 
Kapwdds 

KaAAlotpatos-"Ekakécrov OnBatos, 

To éemvikia Kwp@diav months 
*Arcéavdpos *Apiotiwvos *A@nvaios. 


These two Inscriptions were formerly in a chapel of the Virgin at 
Orchomenus in Beotia. The stones are now removed. The first 
Inscription is written in Beeotic, and is supposed by Béckh to be of 
older date than Olymp. 145 (&.c. 220). 

To the foregoing Inscriptions we will add a third; a Thespian 
Inscription, engraved in the later age of the Roman emperors, which 
relates to the same subject ; and then give the inferences which Béckh 
has drawn from these three interesting agonistic monuments, 


1585. 
"Ayabh TUXN. 
"Evelkwy el daovie Mavacly Gywvobetodvt: Moucay, é[7] 
&pxovtTs Mntpodapy Te ’Ovr|n |arddoov" 
ToinThs mpocodtou 
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Evudpwy *Adrgcidvdpov Oeomeds 
kal “Avtipay ’AOnvaios, 
Knpvé 
Tloumihios Zwotpov Ocomeds, 
COATIKTAS 
Zédcwuos “Enixtov OnBaios, 
eykwp.oypadus eis Thy AvTOKpaTope. 
TlovmAuos *Avtdéyios Matimos Ne[w |xopeirns, 
eyKdmioyv cis Movoas 
Tlo’mAwos ’Avtdvios Mdtios Ne[w]xooeirns, 
moimtys eis Tov AvToKpdétopa 
Aiutawos ’Enixtntos Koptv@ios, 
motnua eis Tas Movoas 
Aapdverkos Adpwvos comet's, 
pawodds 
Edruxiavds Kopivé.os, 
mubavras 
@dBios *Avtiakds Koptv@.0s, 
Kt ]Oapioras 
Ged5wpos Ocoddrov Netkoundeds 
[Kwpwdds marcas Kkouedlas | 
Tpaywods mardads Tparyodlas 
*ATroAAGvLos “AToAAwviov “Aomeéviios, 
TOTS Kas Koppdlas 
*AvtTipav ~APnvaios, 
bmoKpitys Kawhs Koupdtas 
’Avtipav >AOnvatos, 
moin[ 7) |s Kavis Tparyydtas 
-Apréuwy ’Aptéuwvos ’A@nvaios, 
troxpitys Kawhs Tpaywdlas 
"Ayabhuepos TvdoKAéous *A@nyaios, 
Xopavans 
“Oowos Tepyaunvés, 
veapwodos 
Kaddios "AxiAAeds Kopivé.0s, 
catupoypados 
M. AiplAtos “Yntrios, 
*O1d mdyTwY 
Evpdpwy ’Adrctidvopov Oeomeds. 


These Inscriptions were first printed by Béckh at the end of his 
treatise on the Public Economy of Athens. We subjoin some of the 
remarks which he there makes upon them (IIter Band, p. 361 fol.). 

“‘ Before I leave these two Inscriptions, I may be permitted to make 





* “aud dubie formule sententia est, hwne inter omnes victores esse 
prestantissimum judicatum, victorem inter victores ; unde ultimo loca 
seriptus est.”—Bockh in loc. 

9 
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a few remarks on the games mentioned in them. We find in both, first 
of all, trumpeters and a herald who began the games: their art was 
doubtless an object of contest in most sacred games, and the heralds in 
particular contended with one another in the gymnie games (Cicero, 
Fam. v. 12); which may perhaps have been the principal reason why 
the ancients had trumpeters and heralds, whom no one of the present 
day could have matched in strength of voice. Comp. Pollux, rv. 86—- 
92; Athen. x. p. 415 F, seqq.; A#lian, V. H. 1.26. These are followed 
by the Epic poet, together with the Rhapsodist who recited his poem : 
then we have the flute-player and harper with the persons who sang 
to these instruments respectively. Next come, in both Inscriptions, 
Tragedians and Comedians. At the new Charitesia, however, three 
additional dramatic games are mentioned: wots Sattpev and tro- 
KpeTNS, TOLNTHS Tpaywdiov and broKpiT7s, ToInT?)s Kouwdiay and broKpiT4s. 
At the Homoloia in the second Inscription, Tragedians and Comedians 
occur, and for the celebration of the victory (7a émwixa) another 
Comedy, but without actors, It is sufficiently clear from this, that 
when merely Tragedians and Comedians are mentioned, without actors, 
as is so often the case in authors and Inscriptions, we are not to under- 
stand a play, but only a song: if, however, a Play is to be signified, this 
must first be determined by some particular addition. As soon as am 
actor (éroxpitfs) is mentioned, we understand by Tragedy and Comedy 
a dramatic entertainment. Foraiong time Tragedians and Comedians 
alone appeared in the Charitesia at Orchomenus, and it is only in later 
times that we find there all the three kinds of dramatic representations, 
when the theatre of Athens had extended its influence on all sides; 
nevertheless, even then the tragic and comic poets are Athenians, and 
only the satyrical poet a Theban. But Tragedians and Comedians, as 
lyric bards, were to be found everywhere from the most ancient times. 
This has not been properly attended to, and many passages in ancient 
writers have consequently been considered as enigmatical or suspicious. 
In the list of Pindar’s Works, given by Suidas, we have seventeen 
Spduara tpayixd. Ihave no doubt that Pindar wrote Tragedies, but 
they were lyric poems, and not Dramas. With this remark, we re- 
cognise at once what is true or false in this account. Simonides of 
Ceos is said by the Scholiast on Aristophanes, by Suidas and Eudocia, 
to have written Tragedies, which Van Goens (p. 51) doubts; but what 
objection can be raised to this statement, if we only understand in it 
lyrical and not dramatic Tragedies? Whether the Tragedies of the 
younger Empedocles (see Suidas in ’EuedoxA7js, comp. Sturz, Lmpedoel. 
p. 86, seqq., where, however, there are all sorts of errors) were just 
such Dorian lyric Tragedies, or real dramatic exhibitions, I leave un- 
decided. Arion seems to have been considered as the inventor of this 
lyric goat-song, since the introduction of the tragic manner (rpay:kds 
tpéros) is ascribed to this Dithyrambie poet, although he is said to 
have added satyrs to the chorus as acting persons (comp. Fabric. B. Gr. 
Vol. 1. p. 286, Harles’ edition). It is admitted that the Drama grew 
out of a lyric entertainment, and was formed from the chorus; but it 
is not so generally known that among the Dorians and Adolians a lyric 
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Tragedy and Comedy existed before, and along with the dramatic, as 
a distinct species, but people usually referred merely to the rude lyrical 
beginnings in the Festal games. Thus tragedies before the time of 
Thespis remained a thorn in the eyes of critics, which it was needful 
to have taken out; and Bentley’s services (Opusc. p. 276) in this respect 
haye been very highly estimated. But let not us be deceived by it. 
The Peloponnesians justly claimed Tragedy as their property (Aristot. 
Poet.01.): itsinvention and completion as a lyrical entertainment belongs 
undoubtedly to the Sicyonians, whose Tragedies are mentioned by 
Herodotus (v. 67, comp. Themist. xrx. p. 487): on which account the 
invention of Comedy also is sometimes attributed to the Sicyonians 
(Orest. Anthol. Part x1. p. 328, 326); and Thespis may very well have 
been the sixteenth from the lyric Tragedian, Epigenes (Suidas in @éo7ms 
and ovdtv rpbs Ardvucov). Aristocles, in his book about the choruses, 
said very well (Athen. xIv. 630 0): Suveorhke: 5& Kal catupikh maa 
motyots Tomahaidy ek Xopav, as Kal n TéTE Tparywdla’ Sidmep OVDdE GroKpiTas 
eixov. Just so Diogenes (11. 56) relates, certainly not out of his own 
learning, that before Thespis the chorus alone played in Tragedy 
(GteBpaudrice). This Tragedy, consisting of chorus only, was brought 
to perfection in very early times, and before the people of Attica, to 
whom alone the dramatic Tragedy belongs, had appropriated the 
Drama to themselves: of course only romancers, like the author of the 
Minos, or dialogue of law, have placed the latter far above Thespis; 
a position against which I have expressed my opinion on a former 
occasion (Gr. Trag. Princip. p. 254). All that I have said is equally ap- 
plicable to Comedy : in our Inscriptions we find a lyrical Comedy before 
the dramatical at Orchomenus; and lower down, the dramatical Comedy 
is introduced, as from Attica, along with which an actor is mentioned ; 
the former was the old peculiarity of the Dorians and Aiolians, among 
whom lyric poetry for the most part obtained its completion. Even if 
we pass over Epicharmus, and the traces of a lyrie Comedy in the 
religious usages of Epidaurus and Aigina (Herod. v. 83), the Dorians, 
and especially the Megarians, might still have had well-founded claims 
to the invention of Comedy, which, according to Aristotle, they made 
good. Besides, the view which we have taken of the lyrical Comedy 
sufficiently proves that the name is derived, not from xkéun, but from 
the merry k@uos : sucha one took place at the celebration of the victory, 
and consequently we find in our Inscriptions Ta émivikia kwuaFvdos, and 
7a erwikia Kouwdi@y rotys, Who is certainly in this place a dramatic 
Comedian, Alexander of Athens. We cannot, however, call Pindar’s 
songs of victory old Comedies: and the greater is the distinction 
between the lyric and the dramatic Comedy, the less entitled are we 
to draw, from this view, any conclusions in favour of the opinion that 
the Pindaric poems were represented with corresponding mimicry.” 

Boéckh has reprinted these Inscriptions in his Corpus Inscriptionum, 
Tom. I. pp. 763—7, with some additional remarks in defence of his 
view from the objections of Lobeck and Hermann. 
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CHAPTER IV. 
THE TRAGIC DIALOGUE.—THESPIS. 


C'est surtout dans la Tragédie antique, que V Epopée ressort de partout. 
Eile monte sur la scéne grecque sans rien perdre en quelque sorte de 
ses proportions gigantesques et démesurées. Ce que chantaient les 
rhapsodes, les acteurs le déclament. Voila tout. 

Victor Hueco. 


In addition to the choruses, which, together with the 
accompanying lyrical poetry, we have referred to the 
Dorians, another species of entertainment had existed in 
Greece from the very earliest times, which we may consider 
as peculiar to the Ionian race; for it was in the Ionian 
colonies that it first sprang up. This was the recitation of 
poems by wandering minstrels, called rhapsodes (fapwdoé) ; 
a name probably derived from the esacus,! a staff (paBdos) 
or branch (épvos)? of laurel or myrtle, which was the symbol 
of their office. Seated in some conspicuous situation, and 
holding this staff in the right hand, the rhapsodes chanted 
in slow recitativo, and either with or without a musical 
accompaniment, larger or smaller portions of the national 
epic poetry, which, as is well known, took its rise in the 


1 Hesych.: afcakos. 6 tis Sapyns KAdSos by KaTéXovTes Buvovy Tos 
Gco's. Plutarch, Sympos. p. 615: *"Hidoy @d)v Tod Ocod—éxdorw 
pupoivns Si50merns hy ~Acakor, oivar di Td Gdew Thy Setduevov, ExdAour. 
Welcker has established most clearly (Ep. Cycl. p. 364) that pawwdds is 
another form of pamiowdbs=faBdedds. Comp. xpvcdp-pam-is, B-paB-eds, 
and faz-i¢ec@a:, as applied to Homer by Diog. Laert. (xx. 1). 

2 Hence they were also called apywdot, i.e. épy@dot. 

5 It is difticult to determine the degree of musical accompaniment 
which the rhapsodes admitted; the rhapsode, as such, could hardly 
have accompanied himself, as one of his hands would be occupied by 
his rod. We think Wachsmuth is hardly justified in calling (Hellen. 
Alterth. 11. 2, 389) Stesandrus, who sang the Homeric battles to the 
cithara at Delphi, a rhapsode (Athen. xtv. p. 638 a). Terpander was 
the first who set the Homeric Poems to regular tunes (see Miiller’s 
Dor. 1v. 7,§ 11). On the recitation of the rhapsodists in general, the 
reader would do well to consult Welcker, Hp. Cycl. pp. 338 fol.; Grote, 
Hist. Gr, Vol. 11. pp. 184 foll. 
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Ionian states; and, in days when readers were few and 
books fewer, were well-nigh the sole depositaries of the 
literature of their country. 

Their recitations, however, were not long confined to the 
Epos. All poetry was equally intended for the ear, and 
nothing was written but in metre: hence the Muses were 
appropriately called the children of Memory. Now, the 
Epos was soon succeeded, but not displaced, by the gnomic 
and didactie poetry of Hesiod, which, as has been justly 
observed, was an ornamental appendage of the older form of 
poetry.1. These poems therefore were recited in the same 
way as the Epos,” and Hesiod himself was a rhapsodes If 
the Margites, in its original form, belonged to the epic 
period of Greek poetry, it cannot be doubted that this 
humorous poem was also communicated to the public b 
means of recitation. The Epos of Homer, with not a little 
borrowed from the sertentious poetry of Hesiod, formed 
the basis of the tragic dialogue; and in the same way the 
Margites contained within itself the germs of Comedy. The 
change of metre, which alone rendered the transition to the 
other forms more simple and easy, is universally attributed 
to the prolific genius of ArcHILOCHUS, one of the greatest 
names in the history of ancient literature. This truly 
original poet formed the double rhythm of the trochee from 
the equal rhythm of the dactyl, and used this metre partly 
in combination with dactyls, and partly in dipodie of its 
own, which were considered as ultimately equivalent to the 
dactylic number.* He soon proved that his new verses 
were lighter and more varied than the old heroic hexa- 
meters, and employed them for nearly equivalent purposes. 
At the same time, he formed the inverse double rhythm of 


1 Wachsmuth, Hellen. Alterthumsk, 11. 2, p. 391. 

2 Plato, Legg. . p. 658. 

3 Pausan. IX. 30, 3: Kabra 5é Kal ‘Holodos K:Odpay em) Tots yovacw 
éxov, ovdev TH oikeiov Howdy pdpnua S7Ax yap 5) Kal ef aitey Tay 
éray Sti em) pdBdov Sadyns dev. Hesiod could not play on the lyre, 
X. 7, 2: Aéyerat SE Kal ‘Hotodov amedabjva Tod aywvicuatos Ge ov 
KibaptCe duod TH GOR SediBaypyevoy. 

4 It is expressly testified by Aristot. Rhet. mt. 1, § 9, that the tragic 
poets passed from the trochaic to the iambic verse, the former having 
been the original metre in dramatic poctry. 
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the iambic from the anapest, or inverted dactyl, which was 
the natural measure of the march, and was probably used 
from very early days in the songs of the processional comus.? 
Here again he had an admirable vehicle for the violent 
satire in which he indulged, and which found its best 
justification in the scurrilities and outrageous personalities 
that were bandied to and fro at the feasts of Demeter in his 
native island of Paros,? and paved the way for the coarse 
banter of the old Comedy at Athens. ‘The iambic verse, 
however, was very soon transferred from personal to general 
satire, from the invectives of the Margites, and from the 
fierce lampoons of Archilochus, to the more sweeping 
censures and more sententious generalities of gnomic and 
didactic poetry. Simonides of Amorgus, who flourished 
but a little later than Archilochus,? used the iambic metre 
in the discussion of subjects little differing from those in 
which Hesiod delighted. For example, his general animad- 
versions on the female sex are almost anticipated by the 
humorous indignation of the Theogony* But in other 
passages he approaches to the sententious gravity of the 
later tragedians. Thus, his reflections on the uncertainty 
of human life might be taken for a speech from a lost 
tragedy, if the dialect were not inconsistent with such a 

1 See Donaldson’s Greek Grammar, 647, 651, 656. 

2 Miller, Hist. Litt. Gr. c. xt. § 5, p. £32. 

3 Archilochus is first heard of in the year 708 B.c. (Clinton, F. H. 
I. p. 175), and Simonides the elder is placed by Suidas 490 years after 
the Trojan era (B.c. 693. See Rhein. Mus. for 1835, p. 356). It is 
interesting to observe how the poetry of the colonists in Asia Minor 
seems to have crept across, step by step, to Attica and other parts of 
old Greece. Homer represents the greatest bard and rhapsode of the 
Homeric confraternity in Chios; Hesiod was an Molian of Cyme; 
Arion a Lesbian; and the isles of Paros, Amorgos, and Ceos producec 
Archilochus and the two Simonides’. 

4 Cf. Hesiod, Theog. 591 sqq. Simonides of Amorgos, Fragin. 6. 
Bergk. The 5th fragment of Simonides, quoted by Clemens Alex. 
Strom. V1. p. 744: 

Tuvaikds ovdey xpi avip Anicerau 

*EcOATs tmewoy ovde plyov Katis 
is merely a repetition in Iambics of what Hesiod had previously 
written in Hexameters (Op. et D. 700): 

Ov pey ydp Te yuvaiKds avhp Antler? Umewev 

Tis Gyabjs, THs 8 adte kakis ov plyioy AAO, 
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supposition.! And the same remark is still more applicable 
to some of the trochaics and iambics of Solon, who lived to 
witness the first beginnings of Tragedy. Now all this 
iambie and trochaic poetry was written for rhapsodical 
recitation: for though we must allow (as even the advocates 
of the Wolfian hypothesis are willing to admit*) that the 
poems of Archilochus were committed to writing, it cannot 
be denied that the means of multiplying manuscripts in his 
time must have been exceedingly scanty; and that, if his 
opportunities of becoming known had been limited to the 
number of his readers, he could hardly have acquired his 
great reputation as a poet. We must, therefore, conclude 
that his poems, and those of Simonides, were promulgated 
by recitation; and as such of them as were written in 
iambics would not be sufficiently diversified in tone and 
rhythm to form a musical entertainment, we may pre- 
sume that the recitation of their pieces, even if they were 
monologues, must have been a near approach to theatric 
declamation. 

Fortunately we are not without some evidence for this 
view of the case. We learn from Clearchus* that 
«‘ Simonides, the Zacynthian, recited (eppaydder) some of the 
poems of Archilochus, sitting on an arm-chair in the 
theatres ;” and this is stated still more distinctly in a quo- 
tation from Lysanias which immediately follows: he tells us 
that ‘‘ Mnasion, the rhapsode, in the public exhibitions acted 
some of the iambics of Simonides” (ey tats deiSeou Tay Sypwvidov 
twas idpuBwv imoxpivecOar*). Solon, too, who lived many 
years after these two poets, and was also a gnomic poet and a 
writer of iambics, on one occasion committed to memory some 


1 Simonid. Fr. 1. 2 Wolf, Proleg. § 17. 

3 Athen. xIv. p. 620 ¢. ; 

* This word is very often used of the rhapsode. For example, we 
have in Arist. Rhet. 11. 1, § 3: Kal yap eis thy tpayiKhy Kat papediay 
owe mapyjAdey (H bmdxpicis)’ tmexplyoyto yap aitot tas tpaywdias of 
mointat Td mpatov. See Wolf, Prolegom. p. cxvi.; Heyne, Excursus, 
Im. 2. It is also applied to the recitation of the Ionic prose of 
Herod tus, which may be considered as a still more modern form of the 
Epos. Athen. xtv. p. 629 D: “Idowy 8 ey tpitw mep) tay ’Adrckdvdpov 
fepay év ’AActavdpela pyot ev TE peydaw Ocdtpw bmoKplyacbat Hynolay 
tov Kwupddy T& Hpoddrov. 
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of his own elegiacs, and recited them from the herald’s bema.* 
It is exceedingly probable, though we have no evidence of 
the fact, that the gnomes of Theognis were also recited. 

The rhapsodes having many opportunities of practising 
their art, and being on many occasions welcome and ex- 
pected guests, their calling became a trade, and probably, 
like that of the Persian story-tellers, a very profitable one. 
Consequently their numbers increased, till on great oc- 
casions many of them were sure to be present, and different 
parts were assigned to them, which they recited alternately 
and with great emulation: by this means the audience were 
sometimes gratified by the recitation of a whole poem ata 
single feast.2, In the case of an epic poem, like the Iliad, 
this was at once a near approach to the theatrical dialogue ; 
for if one rhapsode recited the speech of Achilles in the 
first book of that poem, and another that of Agamemnon, 
we may be sure they did their parts with all the action of 
stage-players. 

With regard to the old iambic poems we may remark, 
that they are often addressed in the second person singular. 
We venture from this to conjecture, and it is only a con- 
jecture, that these fragments were taken from speeches 
forming parts of moral dialogues, like the mimes of Sophron, 
from which Plato borrowed the form of his dialogues ;° for, 
except on the supposition that they were recited, we have no 
other way of accounting for the fact. 

At all events, it is quite certain that these old iambic 
poems were the models which the Athenian tragedians pro- 
posed to themselves for their dialogues. ‘They were 


1 Plutarch, Solon, vu. 82. 

2 Plato, Hipparch. p. 228: ‘Immdpx, os....7d ‘Ounpov &rn.. .qvdyrao: 
Tovs pabwdors mavabnvatois €& trodAnWews epekijs avTa diiévar bomep viv 
€Tt ovTot Toodowv. Compare Diog. Laert. 1. 57, and Suidas v. droPoAn. 

3 Plato is said to have had Sophron under his pillow when he died. 
* Sophron—mimorum quidem scriptor, sed quem Plato adeo probavit 
ut suppositos capiti libros ejus cum moreretur habuisse tradatur.” 
Quintil. 1. 10,17. See Spalding’s note. 

+ This is expressly stated by Plutarch, de Musicd, Tom. x. p. 680: 
ett 5€ Tv iauBelwy Tb TH wey A€yerOar Tapa THY Kpovoy, Ta DE ADdecOat 
"Apxidoxdy pact katadetiat, 10’ ottw xphoacbar rods tparyiko’s. Do 
not the first words apply to a rhythmical recitation by the exarchus, 
followed by a musical performance by the chorus ? 


_—e ee eae 


a 


THH TRAGIC DIALOGUE,—THESPIS. 59: 


written in the same metre, the same moral tone pervaded 
both, and, in many instances, the dramatists have borrowed 
-not only the ideas but the very words of their predecessors.* 
The rhapsode was not only the forerunner of the actor, but 
he was himself an actor (ioxpirys”). If, therefore, the 
difference between the lyric Tragedy of the Dorians and the 
regular Tragedy of the Athenians consisted in this, that the 
one had actors (ivoxprrat) and the other had none, we must 
look for the origin of the complete and perfect Attic drama 
in the union of the rhapsodes with the Bacchic chorus. 
There can be little doubt that the worship of Bacchus was 
introduced into Attica at a very early period;* indeed it 


1 Whole pages might be filled with the plagiarisms of the Attic 
tragedians from even “the small remains of the gnomic poets. The 
following are a few of the most stviking. 

Archiloch. P. 39, 1. 1, Liebel: 

Xpnmdrov dearrov ovdev eoTiv, oS amdmorov" 
is repeated by Soph. Antig. 386: 
dvak, Bpototow ovdév ear’ amemoTor. 
Asch, Ewmen. 603: 
7% wAciot’ Gmelvov’ cippoow Sedeymern’ 
from Theognis, v. 762 (p. 52, Welcker) : 
80’ elva Kad dmetvor’ eippova Ouudy exovTas. 
Zlisch. Agam. 36: 
7a 8 &AAa orya’ Bods émt yAdTTys méyas* 
from Theognis, 651, Welcker : 
Bots pot em yAdoons Kparep@ mod) AGE émiBatvav 
toxer cwTiArew Kalmrep emloT devo. 
Soph. Antig. 666: 
Tovdde [épxovros | xpy KAdew 
Kal owixpd kat Sikaa Kad ravaytia* 
(i.e. weyaAa ad ddixa), from Solon’s well-known line: 
*"Apx@y kKove Kal dikaa Kadina, as it ought to be read. 

2 When Aristotle says (Rhet. m1. 1): els tiv TparyiKhy Kat pabwdlar 
owe mapirdev Ga iméxpiois), tmexplvovto yap avtol Tas Tpaywdias ot 
momtal 7d xpatov, he evidently means by the word drédxpiois the 
assumption of the poet’s person by another; which we conceive to 
haye been the original, as it is the derived, meaning of the word. 
Compare Sadpynue, &e. We think it more than probable that the 
names of the actors, tpwtaywviarns, &c., were derived from the names 
of the rhapsodes who recited in succession (€& twoAhWews) in the 
palwdav ayaves. Seo Pseudoplat. Hipparch. p. 228, and the other 
passages quoted by Welcker, Hp. Cycl. pp. 371 fol. 

3 On the early worship of Bacchus in Attica see Welcker’s me 
pp. 194 fol., and Phel. Mus. 11. pp. 299—307. 
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was probably the religion of the oldest inhabitants, who, on 
the invasion of the country by the Llonians, were reduced, 
like the native Laconians, to the inferior situation of 
aeptotxot, and cultivated the soil for their conquerors. Like 
all other Pelasgians, they were naturally inclined to a 
country life, and this perhaps may account for the ele- 
mentary nature of their religion, which with its votaries 
was thrown aside and despised by the ruling caste. In the 
quadripartite division of the people of Attica the old inhabi- 
tants formed the tribe of the Agicores or goatherds, who 
worshipped Dionysus with the sacrifice of goats. But 
though they were at first kept in a state of inferiority and 
subjection, they eventually rose to an equality with the 
inhabitants of the country. There are very many Attic 
legends which point to the original contempt for the 
goatherd’s religion, and its subsequent adoption by the 
other tribes. This is indicated by the freedom of slaves at 
the Dionysian festivals, by the reference of the origin of the 
religion to the town Eleutherx, by the marriage of the King 
Archon’s wife to Bacchus ;} and we may perhaps discover 
traces of a difference of castes in the story of Orestes at the 
Anthesteria. It was natural, therefore, that the Agicores, 
when they had obtained their freedom from political dis- 
abilities, should ascribe their deliverance to their tutelary 
god, whom they therefore called “EAcev@epos: and in later 
times, when all the inhabitants of Attica were on a footing 
of equality, the god Bacchus was still looked upon as the 
favourer of the commonalty, and as the patron of democracy. 

As we have before remarked, it was not till the Athenians 
had recognised the supremacy of the Delphian oracle that 
the Dorian choral worship was introduced into Attica, and 
it was then applied to the old Dionysian religion of the 
country with the sanction of the Pythian priestess, as 


1 





Kat altn 7 yuvh buiv ebve Ta Uppnta icpa brep THs wéAEws, Kar 
eldev & ov mpoojKey avTiy dpav tévnv odcay, kal To.a’Tn ova cionAGev ot 
ovdels HAAOS ’AOnvalwy TocovTwy byTwy cicépxETaL GAN H TOD BactAéws 
yuvh, dpkwo€ Te TUS yepaipas Tas danpeTovoas Tois iepois, €EE55ON FE 
7G Atoviow yuvn, expate dé brép Tis TOAcws TA TAaTpia TA mpds TOS 
Oeots, ToAAa Kal G&yia Kal ardppnra. Pseud. Demosth. in Newxr. pp. 
1369—70. Above, p. 20. 
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appears from the oracle which we have quoted above, and 
from the legend in Pausanias, that the Delphian oracle 
‘ assisted Pegasus in transferring the worship of Bacchus 
from Eleuthere to Athens.1 Consequently the cyclic chorus 
would not be long in finding its way into a country so 
predisposed for its reception as Attica certainly was; and 
there is every reason to believe that the Dorian lyric 
drama, perhaps with certain modifications, accompanied its 
parent.” 

The recitations by rhapsodes were a peculiarly Jonian 
entertainment, and therefore, no doubt, were common in 
Attica from the very earliest times. At Brauron, in par- 
ticular, we are told that the Iliad was chanted by rhaps- 
odes.* Now the Brauronia was a festival of Bacchus, and a 
particularly boisterous one, if we may believe Aristophanes.* 
To this festival we refer the passage of Clearchus, quoted 
by Athenzus,® in which it is stated that the rhapsodes came 
forward in succession, and recited in honour of Bacchus. 
By a combination of these particulars we can at once 
establish a connection between the worship of Bacchus and 
the rhapsodic recitations. Before, however, we consider the 
important inferences which may be derived from these facts, 
we must enter a little into the state of affairs in Attica at 
the time when the Thespian Tragedy arose. 

The early political dissensions at Athens were, like those 
between the populus and the plebs in the olden times of Roman 


1 7, 2,5: cuveAdBero 5é of kal Td ev AcAgots payTetov. 

2 Tt seems that the oscilla on the trees referred to the hanging of 
Erigone, which probably formed the subject of a standing drama with 
mimic dances like the Sicyonian Tragedies, with which the dramas 
of Epigenes were connected. Welck. Nachtrag, p. 224. 

3 Hesych.* Bpavpwrios. thy IAidda Wdov pawdol ev Bpavpavi Tis 
’Artinhs. Kat Bpavpwria éopth ’Aptémid: Bpavpwvia ayerat kad Overat 
até. Does this mention of the sacrifice of a goat point to the rites of 
the Aigicores ? 

* Paz, 874, and Schol. 

5 At the beginning of the Seventh Book, p. 275 B: Sayhaw, of dé 
baynowrdai mpocayopevovor thy éopthy. e&éAume OE abryn, Kabdmep 7 
Tov palwdav, hy jyov Kata Thy Tay Avovyctwy’ év i mapidvtes ExagToL 
TB 0e@ oiov Tinhy arerédouy tiv palwdiay. Welcker reads éxdot@ Tay 
éeay, and takes quite a different view of this passage, except so far as 
he agrees with us in referring it to the Brauronia (Ep. Cyel. p. 391). 
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history, the consequences of an attempt on the part of the. 
inferior orders in an aristocracy of conquest! to shake off 
their civil disabilities, and to put themselves upon un 
equality with their more favoured fellow-citizens. Solon 
had in part effected this by taking from the Eupatrids some 
of their exclusive privileges, and. establishing a democracy 
in the place of the aristocracy. At this time Athens 
was divided into three parties: the Ied.cio, or the landed 
aristocracy of the interior ; the IlapaAo., the people dwelling 
on the coast on both sides of Cape Sunium; and the 
Avéxpwot or “Yzepdxpior, the highlanders who inhabited the 
north-eastern district of Attica.? The first party were for an 
oligarchy, the last for a democracy, and the second for a 
mixture of the two forms of government.? The head of the 
democratical faction was Pisistratus, the son of Hippocrates, 
of the family of the Codrids, and related to Solon: he was 
born at Philaide, near Brauron, and therefore was by birth 
a Diacrian. Having obtained by an artifice the sovran 
power at Athens, he was expelled by a coalition of the other 
two factions. After a short time, however, Megacles, the 
leader of the Paralians, being harassed (zrepreAavvdpevos*) by 
the aristocratic faction, recalled Pisistratus and gave him 
his daughter in marriage. The manner of his return is of 
the greatest importance in reference to our present object. 
“There was a woman,” says Herodotus, ‘‘ of the Peanian 
deme, whose name was Phya: she was nearly four cubits in 
stature, and was in other respects comely to look upon. 
Having equipped this woman in a complete suit of armour, 
they placed her in a chariot, and having taught her before- 
hand how to act her part_in the most dignified manner 
possible (kat mpodéfavres oxnjwa oidv Tu Euehe edrperéoratov 


1 See Arnold’s Thucydides, Vol. 1. p. 620. We think the fact that 
one of the classes in Attica was called the “‘ Hopletes” points to a 
conquest of Attica in remote times by the Jonians. 

2 Herod. 1. 59: orara lovey Tay mapdAwy Kat Tay éx TOD medlov 
"AOnvaiwy. . . Tay brepakplav mpoards. 

. Plutarch, Sol. x10. p. 85: hv yap 7d mevy tov Araxploy yéevos Bnpo- 
KpaTiK@repov, drryapxiK@rarov dé 7d Trav TMedi€wy, tplror 5€ of Mdpador 
uéoov Tivd Kal peutynévoy aipobduevor moAitelas tpdmov. Comp. Arnold’s 
note on Thucyd. O. 59. 

4 Herod. 1. 60. 
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daiverOar exovoa)), they drove to the city.” He adds, that 
they sent heralds before her, who, when they got to Athens, 
told the people to receive with good-will Pisistratus, whom 
Athene herself honoured above all men, and was bringing 
back from exile to her own Acropolis. Now we must 
recollect who were the parties to this proceeding. In the 
first place we have Megacles, an Alemzonid, and therefore 
connected with the worship of Bacchus ;? moreover, he was 
the father of the Alcmzon, whose son Megacles married 
Agariste, the daughter of Cleisthenes of Sicyon, and had by 
her Cleisthenes, the Athenian demagogue, who is said to 
have imitated his maternal grandfather in some of the 
reforms which he introduced into the Athenian consti- 
tution.* One of the points, which Herodotus mentions in 
immediate connection with Cleisthenes’ imitation of his 
grandfather, is the abolition of the Homeric rhapsodes at 
Sicyon, and his restitution of the Tragic Choruses to 
Bacchus. May we not also conclude that Megacles the 
elder was not indifferent to the policy of a ruler who was so 
nearly connected with him by marriage? The other party 
was Pisistratus, who was, as we have said, born near 
Brauron, where rhapsodic recitations were connected with 
the worship of Bacchus; the stronghold of this party was 
the Tetrapolis, which contained the town of (Enoé,* to 
which, and not to the Boeotian town of the same name, we 
refer the traditions with regard to the introduction of the 
worship of Bacchus into Attica;® his party doubtless in- 
cluded the Aigicores (who have indeed been considered as 


1 See the passages quoted by Ruhnken on Timeus, sub v. oxnpati- 
Céuevos (pp. 245—6), to which add Plat. Resp. p.577 A: éxmAnrretat 
ind THs TAY TUpayyiKaY TporTdcews hy mpds Tos Ckw TXHMaTLCovTaL 
-.. Vols pddrtoTa yuuvds by dp0ein THS TpaylKis oKEUTS. 

2 See Welcker’s Nachtrag, p. 250. 

* Herod. v. 67: tata dé, Soxéew euol, eumcero 6 KA. ovtos Tov 
€wvTod pntpomdtopa, KA. Toy Sixve@vos TUpavvoy. KaAewGévys yap. « » 
fpaWwmdors emavce ev Sixvay arywviler Oar tév ‘Ounpeiwvbéemewy clvena, 
Mr. Grote has shown good reasons for believing that the poems recited 
at Sicyon as Homeric productions were the Thebais and the Epigoni. 
Hist. Gr. Vol. i. p. 173, note. 

* See the passages quoted by Elmsley on the Heracl. 81. 

5 The Deme of Semachus was also in that part of Attica, 
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identical with the Diacrians), and these we have seen were 
the original possessors of the worship of Bacchus; finally, 
there was a masque of Bacchus at Athens, which was said to 
be a portrait of Pisistratus ;* so that upon the whole there 
can be little doubt of the interest which he took in the 
establishment of the rights of the A.gicores as a part of the 
state religion. With regard to the actress, Phya, we need 
only remark that she was a garland-seller,*? and therefore, 
as this trade was a very public one, could not easily have 
passed herself off upon the Athenians for a goddess. The 
first inference which we shall draw from a combination of 
these particulars is, that the ceremony attending the return 
of Pisistratus was to all intents and purposes a dramatic 
representation* of the same kind with that part of the 
Eumenides of Aischylus, in which the same goddess Athena 
is introduced for the purpose of recommending to the 
Athenians the maintenance of the Areopagus.® 

Before we make any further use of the facts which we 
have alluded to, it will be as well to give some account of 
the celebrated contemporary of’ Pisistratus to whom the 
invention of Greek Tragedy bas been generally ascribed. 
THEsPIs was born at Icarius,® a Diacrian deme,’ at the 
beginning of the sixth century B.c.° His birth-place 
derived its name, according to the tradition, from the father 
of Erigone;? it had always been a seat of the religion of 


1 See Wachsmuth, I. 1, p. 229; Arnold’s Thucydides, pp. 659—6o. 

2 Grou kal Td’ AOhynot TOV Atovicou mpdawmoy exelvou Ties pac eikdva. ’ 
Atheneus, XII. p. 533 C. 

3 oredavorwaArs 5 Av. Athen. xi. p. 609 ©. 

* Solon (according to Plutarch, c. xxx.) applied the term vroxplvec@ac 
to another of the artifices of Pisistratus. Diogen. Laért. Solon, 1. says: 
Odorw exdrucev (6 Sdrwv) tpayedlas &yew Te Kat SiidoKew os arwHerT 
Thy WevdorAoyiay. S71 ovv Tleictotpatos éavToy KaTeTpwoev, ekeibev pev 
€pn Taita pivat. 

5 This seems to be nearly the view taken of this pageant by Dr. 
Thirlwall, Hist. of Greece, Vol. 11. p. 60. Mr. Keightley is inclined to 
conjecture from the meaning of the woman’s name (Phya—size) that the 
whole is a myth. 

6 Suidas, @¢oms, "Ixapiov méAews ’ATTIKNS. 

7 Leake on the Demi of Attica, p. 194. 

8 Bentley fixes the time of Thespis’ first exhibition at 536 B.C. 

® Steph. Byz. *Ixapfa; Hygin. Fab. 130; Ov. Met. vi. 125. 
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Bacchus, and the origin of the Athenian Tragedy and 
Comedy has been confidently referred to the drunken 
festivals of the place :! indeed it is not improbable that the 
name itself may point to the old mimetic exhibitions which 
were common there.” Thespis is stated to have introduced 
an actor for the sake of resting the Dionysian chorus. * 
This actor was generally, perhaps always, himself.* He 
invented a disguise for the face by means of a pigment, 
prepared from the herb purslain, and afterwards constructed 
a lmen mask, in order, probably, that he might be able to 
sustain more than one character.® He is also said to have 
introduced some important alterations into the dances of 
the chorus, and his figures were known in the days of 
Aristophanes. ® These are almost all the facts which we 
know respecting this celebrated man. It remains for us to 
examine them. It appears, then, that he was a contem- 
porary of Pisistratus and Solon. He was a Diacrian, and 
consequently a partizan of the former; we are told too that 
the latter was violently opposed to him.? He was an 
iearian, and therefore by his birth a worshipper of Bacchus. 
He was an troxpirys ; and from the subjects of his recitations 
it would appear that he was also a rhapsode.* Here we 
have again the union of Dionysian rites with rhapsodical 
recitations which we have discovered in the Brauronian 
festival. But he went a step farther: his rhapsode, or 

1 Athen. I. p. 40: amd pens kad 7] THs Kwuwdias Kal Tis Tparyedias 
eVpeois ev Ikaplw THs "ArTinfs cbpébn. 

2 See Welcker, Nachtrag, p. 222. 

3 “~Yorepov de Ooms Eva broxpithy ekevpey brep Tod Siavawaveobar Tov 
xopév. Diog. Laért. Plat. uxv1. 

4 Plutarch, Sol. xxtx: 6 SdAwy eOedoato tov O<onw aitdy simoxp- 
vouevov Sowep 00s jv tots madaots. See also Arist. Rhet. m1. 1, and 
Liv. vu. 2. 

® Welcker, Nachtrag, p. 271; Thirlwall’s History of Greece, Vol. 0. 

7220. 
it Aristoph. Vesp. 1479. 

7 Plutarch, Sol. xxrx. xxx. and p. 64, note 4. 

5 The names of some of his plays have come down to us: they are 
the Tevevs, “A@Aa MeAtov,  BopBds, ‘Iepets, "Hideo: (Jul. Poll. vi. 45; 
Suid. s. v. Oéoms). Gruppe must have founded his supposition that 
Ulysses was the subject of a play of Thespis (Ariadne, p. 129) on a 
misunderstanding of Plut. Sol. xxx. in which he was preceded by 
Schneider (De Originibus Trag. Gr. p. 56). 

F 
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actor, whether himself or another person, did not confine 
his speech to mere narration ; he addressed it to the chorus, 
which carried on with him, by means of its coryphzi, a sort 
of dialogue. The chorus stood upon the steps of the 
thymele, or altar of Bacchus; and in order that he might 
address them from an equal elevation, he was placed upon-a 
table (éAcds),1 which was the predecessor of the stage, 
between which and the thymele in later times there was 
always an intervening space. The waggon of Thespis, of 
which Horace writes, must have arisen from some confusion 
between this standing-place for the actor and the waggon of 
Susarion.2, Themistius tells us that Thespis invented a 
prologue and a rhesis.* The former must have been the 
proemium which he spoke as exarchus of the improved 
Dithyramb; the latter the dialogue between himself and 
the chorus, by means of which he developed a myth relating 
to Bacchus or some other deity or hero.* Lastly, there 
is every reason to believe that Thespis did not confine his 
representation to his native deme, but exhibited at Athens.® 

From a comparison of these particulars respecting Thespis 


1 See Welcker, Nachtrag, p. 248. We think that the joke of Dicro- 
polis (Arist. Acharn. 355 sqq.) is an allusion to this practice. Solon 
mounted the herald’s bema when he recited his verses to the people 
(V. Plut. c. 8). 

2 See Welcker, Nachtrag, p. 247. Gruppe says quaintly, but, we 
think, justly (Ariadne, p. 122), “It is clear enough that the waggon of 
Thespis cannot well consist with the festal choir of the Dionysia; and, 
in fact, this old coach, which has been fetched from Horace only, must 
be shoved back again into the lumber-room.” The words of Horace 
are (A. P. 275—277): 

Tgnotum tragic genus invenisse Camcens 
Dicitur et plaustris vexisse poémata Thespis, 
Que canerent agerentque peruncti feecibus ora. 

3 p. 316, Hard. : Ooms 5 mpddoydv Te kal Siow ekedpev. 

4 This is the sense which the word djc1s bears in Hom. Odyss, xxt. 
290, 291: 
avTap akovers 

HeeTepwv vVOwy Kal photos. 
Zschyl. Suppl. 610: rodv® Erede pi oiv aud’ jpav A€yor. 
See Welcker, Nachtr. p. 269. The invention of the pijois seems; also to 
be referred to by Aristotle, when he says (Poet. c. 4): Aétews 5& 
yevomevns. 
* Nachtrag, p. 254. 
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with the facts which we have stated in connection with the 
first return of Pisistratus to Athens, we shall now be able 
to deduce some further inferences. It appears, then, that a 
near approximation to the perfect form of the Greek Drama 
took place in the time of Pisistratus: all those who were 
concerned in bringing it about were Diacrians, or connected 
with the worship of Bacchus; the innovations were either 
the results or the concomitants of an assumption of political 
power by a caste of the inhabitants of Attica, whose tutelary 
god was Bacchus, and were in substance nothing but a 
union of the old choral worship of Bacchus, with an offshoot 
of the rhapsodical recitations of the Ionic epopeists.2 

We can understand without any difficulty why Pisistratus 
should encourage the religion of his own people, the Diacrians 
or Agicores ; and why Solon, who thought he had given the 
lower orders power enough,” should oppose the adoption of 
their worship as a part of the religion of the state; for in 
those days the religion and privileges of a caste rose and fell 
together. It might, however, be asked why Pisistratus and 
his party, who evidently in their encroachments on the 
power of the aristocracy adopted in most cases the policy of 
the Sicyonian Cleisthenes, should in this particular have 


1 The conclusions of Gruppe are so nearly, in effect, the same as ours, 
and so well expressed, that we think it right to lay them before our 
readers (Ariadne, p. 127). “Thespis developed from these detached 
speeches of the Choreute, especially when they were longer than usual, 
@ recitation by an actor in the form of a narrative ; a recitation, and not 
asong. Thespis, however, was an inhabitant of Attica, an Athenian, 
and as such stood in the middle, between the proper Ionians and the 
Dorians. The formation of the epos was the peculiar property of the 
former, of lyric poetry that of the latter. So long as tragedy or the 
tragic chorus existed in the Peloponnese, they were of a lyrical nature. 
In this form, with the Doric dialect and a lyrical accompaniment, they 
were transplanted into Attica; and here it was that Thespis first joined 
to them the Ionic element of narration, which, if not quite Ionic, had 
and maintained a relationship with the Ionic, even in the language.” 
We may here remark, that all the old iambic poets wrote strictly in the 
Tonic dialect. Welcker has clearly shown this by examples in the case 
of Simonides of Amorgus. (See Rheinisch. Museum for 1835, Pe 359-) 

? Solon, ed. Bach, p. 94: Afuw pev yap %wka técov Kpdtes sooo 
érapke?., Is not Niebuhr’s translation of this line wrong? (Hist. Rom. 
Vol. 1, note 700.) Comp. Asch. Agamemn. 370: 


éo7w amhuavtoy Gore kamapkeiv eb mparliwy AaxdvTa. 
F 2 
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deviated from it so far as to encourage the rhapsodes, whom 
Cleisthenes, on the contrary, sedulously put down on 
account of the great predilection of the aristocracy for 
the Epos.t This deserves and requires some additional 
explanation. Pisistratus was not only a Diacrian or goat- 
worshipper: he was also a Codrid, and therefore a Neleid ; 
nay, he bore the name of one of the sons of his mythical 
ancestor, Nestor: he might, therefore, be excused for feeling 
some sort of aristocratical respect for the poems which de- 
scribed the wisdom and valour of his progenitors. Besides, 
he was born in the deme Philaide, which derived its name 
from Philzus, one of the sons of Ajax, and he reckoned 
Ajax also among his ancestors: this may have induced him 
to desire a public commemoration of the glories of the 
Eantide, just as the Athenians of the next century looked 
with delight and interest at the Play of Sophocles :* and we 
have little doubt but he heard in his youth parts of the 
Iliad recited at the neighbouring deme of Brauron.? If 
we add to this, that by introducing into a few passages of 
the Homeric poems some striking encomiums on his country- 
men, he was able to add considerably to his popularity, and 
that it is always the policy of a tyrant to encourage litera- 
ture,* we shall fully understand why he gave himself so 
much trouble about these poems in the days of his power.® 
Solon also greatly encouraged the rhapsodes, and shares 

1 Wachsmuth, Hell. Alt. u. 2, 389. 

2 See Rheinisch. Mus. for 1829, p. 62. 

3 See Nitzsch, Indag. per Od. Interpol. prepar. p. 37; Hist. Hom. 
p. 165; Welcker, Hp. Cycl. p. 393. 

4 “Debbe un principe,” says Machiavelli (tl Principe, cap. xxi. fin.), 
““ne’ tempi convenienti dell’ anno tenere occupati i popoli con feste e 
spettacoli; e perche ogni citta @ divisa o in arti o in trib, debbe tener 
conto di quelle universita.” 

5 “ Quis doctior iisdem illis temporibus, aut cujus eloquentia litteris 
instructior fuisse traditur, quam Pisistrati? qui primus Homeri libros, 
confusos antea, sic disposuisse dicitur ut nunc habemus.” Cicero, de 
Orat. TI. 34. 

Me:ciotpatos ern Tax “Ouhpov Siecmacueva Te Kal GAAGXOD pYnmoVED- 
dpeva nOpoifero. Pausan, Vil. 26, p. 594. 

“Yorepov Meiclotpatos cvvayayav amédnve thy IAidda Kal thy ’Odbe- 
ceiav, Ablian, V. H. x0. 14. 

See also Joseph. ¢. Apion. 1, 2; Liban. Panegyr. in Julian, T. 1. 
p. 170, Reiske; Suidas, v.“Ounpos; and Eustath. p. 5. 
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with Pisistratus the honour of arranging the rhapsodies 
according to their natural and poetical sequence :! we must 
not forget, too, that Solon was one of those writers of 
gnomic poetry, whom we have considered as the successors 
of the Epopeeists, and from whose writings the Attic trage- 
dians modelled their dialogue. Now we know that Pisis- 
tratus endeavoured, as far as was consistent with his own 
designs, to adopt the constitution of Solon, and always 
treated his venerable kinsman with deference and respect. 
May not a wish to reconcile his own plans with the tastes 
and feelings of the superseded legislator have operated with 
him as an additional reason for attempting to unite the old 
epic element with the rites of the Dionysian religion, which 
his political connections compelled him to transfer from the 
country to the city? may not such a combination have been 
suggested by his early recollections of the Brauronia? did 
the genius of the Icarian plan the innovation, or was he merely 
instrumental towards carrying into effect? was the name 
Thespis originally borne by this agent of Pisistratus, or was 
it rather a surname, derived from the common epithet of the 
Homeric minstrel,’ and implying nothing more in its con- 
nection with the history of the drama, than that it arose 
from a combination such as we have described ? 

But whatever reason we may assign for the union of the 
rhapsody with the Bacchic chorus, it seems pretty clear that 
this union was actually effected in the time of Pisistratus. 
And herein consists the claim of Thespis to be considered 


1 Comp. Diog. Sol. 1. 57, with Ps, Plat. Hipparch. p. 228 B. 
2 Hom. Od. 1. 328: 
Tov & drepwidbev ppect obybeTo Oéomiv andy 
kovpn “Ikaploro. 
—— Vill. 498: 

ws &pa tor mpdppwr Oeds daace Oéomiv aodHy, 
XVII. 385: 

xa O€omiy aoddy, b Kev Téprnow aeldav. 

See Buttmann’s Lezxilogus, 1. p. 166. It was very common to invent 
names for persons from their actions, or for persons to change their 
own names according to their profession, Thus Helen is called the 
daughter of Nemesis, Arion the son of Cycleus, and Tisias changed his 
name into Stesichorus, by which alone he is known at the present day 
(above, p. 40, and see Clinton’s F. H. Vol. 1. p.5); so that Thespis 
may even be an assumed name. 
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as the inventor of Attic Tragedy. Arion’s satyrical chorus, 
and even the lyric drama of Epigenes, may have been imi- 
tated at Athens soon after their introduction in the Pelo- 

onnesus. ‘The cyclic chorus was performed as a separate 
affair till the latest days of Athenian democracy,! and the 
Pyrrhic dance, which was adopted by the satyrs, was also a 
distinct exhibition.2 Nay, the Homeric rhapsody was 
recited by itself on the proper occasion; that is to say, 
generally at the great Panathenza :? nor would the Homeric 
hexameter have been so well suited to a dramatic dialogue 
as the trochaic tetrameter and senarius, which the vigorous 
and sententious poetry of Archilochus and the elder Simon- 
ides had made well known and popular in Attica and in the 
figean. Whether anticipated or not by Susarion, in the 
employment of the iambic metre in dramatic speeches, 
Thespis may claim the merit of having been the first to 
combine with the Bacchic chorus, which he received from 
Arion, a truly epic element, and he was clearly the first who 
made the rhapsode appear as an actor sustaiming different 
characters, and addressing the audience from a fixed and 
elevated stage. At first he may have been contented, like 
the exarchi of the improved Dithyramb, with personating 
Bacchus, and surrounding himself with a chorus of Satyrs; 
but there is every reason to believe that he soon extended 
his sphere of myths, and that his plots were as various as 
those of his successors. 

Bentley was interested in the establishment of his propo- 
sition that Thespis did not write his plays, and naturally 
manifested the eagerness of a pleader rather than the im- 
partiality of a judge.* There is no antecedent improbability 
in the statement of Donatus that Thespis wrote tragedies. 
Solon, and, much earlier, Archilochus and Simonides com- 
mitted their poems to writing ; and in the days of Pisistratus 
it is not likely that a favourite rhapsode would leave his 
compositions unpublished. The destruction of Athens, in 


1 Lys. aod. Swpod. p. 698. 

2 Lys. u.s.; Schol. Aristoph. Nub. 988. 

3 Lycurg. c. Leocr. p. 161; Plat. Hipparch. p. 228 B: Ailian, V. 
VIII. 2. 

* Dissertation on Phalaris, pp 237 sqq. 





THE TRAGIC DIALOGUE.—THESPIS. fal 


B.c. 480, made the older specimens of Attic literature very 
scarce, but there must have been some remains of his 
writings in the time of Sophocles, otherwise that poet would 
hardly have published strictures on him and Cheerilus,} 
which, as we may infer from his criticisms on Aschylus,’ in 
all probability referred to the harshness of their style. 
Aristophanes speaks of him precisely in the same terms as 
he does of Phrynichus, predicating an antiquated stiffness 
of both these old Tragedians.* We may grant that the 
lines attributed to Thespis by Clemens Alexandrinus * 
contain internal evidence of their spuriousness, but there 
is no presumption against the authenticity of the quotations 
in Plutarch® and Julius Pollux,’ beyond the ill-founded 
hypothesis, that Thespis composed only ludicrous dramas. 
This hypothesis, as we have seen above, rests on the old 
confusion between Thespis and Susarion. The forgeries of 
Heraclides Ponticus are themselves no slight proof of the 
originally serious character of the Thespian drama; for if 
his contemporaries had really believed that Thespis wrote 
nothing but ludicrous dramas, a scholar of Aristotle would 
hardly have attempted to impose upon the public with a set 
of plays altogether different in style and title from those of 
the author on whom he wished to pass them off. The fact 
is, that the choral plays from which the Thespian drama was 
formed were satyrical, for the Dithyramb in the improved 
form which it received from Arion was performed by a 
chorus of satyrs ;’ and there is little doubt that Thespis 

1 Suid. s. v. SopoxAjjs: mepl rod xXopod mpbs Odomw Kad Xolpidrov 
aywviComevos. 

2 See Miller, Hist. Lit. Gr. Vol. i. p. 340, and our note on the 
translation. 

3 Comp. Vesp. 220: &pxaro medic dwvoppurixhpara wéun, “antiquated 


honey-sweet and popular ditties from the Phcenissee of Phrynichus,” 
with a passage in a subsequent part of the same play (1479): 
6pxovmevos THs vUKTOS OvdEY TaveTaL 
TapXat ekeiv ois Ooms jywviCero. 

* Clem. Al. Strom. v. p. 675, Potter. 

5 Plut. de Audiendis Poetis, p. 134, Wyttenb. 

§ Jul. Poll. vo. 45. Another fragment has been lately published 
from a papyrus by Letronne, Fragmens inédits danciens poétes Grecs, 
Par. 1835, p. 7: ov éfa0phoas 015°: day 5€ cor Aeyw, where e&aOpéw is 
Gmak Acydpuevor. 7 Above, p. 43. 


72 THE TRAGIC DIALOGUE.—THESPIS. 

may have been a satyric poet before he was a tragedian, in 
the more modern sense of the word: but Chameleon seems 
to have expressly mentioned the fact, that Thespis passed 
from Bacchic to Epic subjects.1 With regard to the titles 
of his plays preserved by Suidas and Julius Pollux, they are 
not really open to cayil. For even supposing that they 
refer rather to the apocryphal compositions of Heraclides 
than to the lost tragedies of the old Icarian, there is no 
reason for concluding that the titles were not borrowed by 
the fabricator from obsolete but genuine dramas. Unless 
we are prepared to maintain, against the prevalent tendency 
of all the authorities, that Thespis never wrote or acted a 
play of grave or pathetic character, we cannot assert that he 
was unlikely to have brought forward dramas, bearing the 
titles in question—namely, ‘Pentheus;’ ‘the Funeral 
Games of Pelias,’ or ‘Phorbas;’ ‘the Priests;’ ‘the 
Youths; indeed it would not be difficult to show that 
these subjects were very well adapted for the narrative 
speeches which must have abounded while the actor was 
limited to the personation of one character at a time. 

With regard to the violent and ludicrous dances which 
were attributed to Thespis, and of which Aristophanes 
gives a somewhat ludicrous picture at the end of his 
‘ Wasps,” we have only to remark that all antiquated 
postures, attitudes, and movements appear ridiculous to 
those whose grandfathers practised them. Apollo himself is 
described as leading the Pan with high and springy steps ;* 
and the gymnopedic dance, in which the Tragic Emmeleia 
took its rise, must have been originally distinguished by the 
agility which it prescribed. In the early days of the drama 
a great deal of energetic and expressive gesticulation was 
expected from the chorus, and even in the time of Aischylus 
it is recorded that Telestes, the ballet-leader of that poet, 

1 This seems to be the proper interpretation of the passage in 
Photius, Lex. s. v, ovdév mpds tov Aidvucov—rd mpdabev eis Tov Aidvucoy 
ypapovres rovtois iyywviCovto dmep Kat catupikd édXeyeTo: Borepoy dé 
metaBdytes eis Tparywdlas ypddew Kara puiKpdy eis uous Kal ioroptas 
eTpamnoay UNkeTL TOD Ocod pyynmevevorres, BOcvy Kal emed@dynoay, kK. T. Ae 
kal Xapairewy ev TG wep) Ocomidos. Below, p. [75], note 1. 

2 V. 1848 sqq.; Bentley, Phalaris, pp. 265 qq. 

* Above, p, 33, note 3. 
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invented many new forms of xepovou/a or manual gesticu- 
lations, and that in the ‘Seven against Thebes’ he repre- 
sented the action of the piece by his mimic dancing.} 

The statement of Suidas, that Phrynichus was the first 
who introduced women on the stage (rp@ros ‘yuvatxelov 
mpoowrov <ionyayev), which Bentley, perhaps purposely, 
mistranslates, is no reason for concluding that Thespis 
never wrote a Tragedy called ‘ Alcestis, were there any 
real evidence to show that this was the title of one of his 
plays; for it would have been perfectly easy to handle that 
subject in the Thespian manner, that is, with more narrative 
than dialogue, without the introduction of Alcestis herself.’ 
Indeed we cannot conceive how she could be introduced as 
talking to the chorus, whom she does not once address in 
the play of Euripides, and there was no other actor for her 
to talk with. 

Of course, there could be no theatrical contests in the 
days of Thespis:? but the dithyrambic contests seem to 
have been important enough to induce Pisistratus to build 
a temple in which the victorious choragi might offer up 
their tripods,* a practice which the victors with the tragic 
chorus subsequently adopted. 


1 Welcker, Nachtrag, pp. 266, 7; Athen. 1. p. 21 F: Kal TéAcots 5& 
TeAéotns, 6 OpxnorodidacKados, moAAG ekeipnKe TXHUAaATA UKpws Tals 
xepad Ta Acydpueva Serxvvovoas. . . “ApioToKAijs yoov pnady Sti TeA€oT ns 
6 AicxvaAou opxnotis ottws hy Texvitns doe ev TH OpxXetcOa TOs ‘Enre 
ér! Onfas pavepa morjoa TA Tpayuata SY dpxjocews. See Heindorf, ad 
Plat. Cratyl. § 51. 

2 In the Suppliants, one of the most archaic of the extant plays of 
JHschylus, no female character is introduced on the stage, although all 
the interest centres in the daughters of Danaus, who form the chorus. 

3 Plutarch, Sol. xxrx. 

4 Tlv@iov, tepdv "AmdAAwvos ’AOHYnow brd Teotetparou yeyovds* eis & 
Tous Tpimodas erlecav of TH KuKAlp xopS vixjoavTes TH OapyhaAca 


Photius. Comp. Thucyd. m1. 15, vi. 54. 


CHAPTER V. 


THE PROPER CLASSIFICATION OF GREEK PLAYS. 
ORIGIN OF COMEDY. 


The best actors in the world, either for tragedy, comedy, history, pastoral, 
pastoral-comical, historical-pastoral, tragical-historical, tragical- 
comical-historical-pastoral, scene individable, or poem unlimited. For 
the law of writ and the law of liberty these are the only men. 

SHAKSPEARE, 


Ir is generally stated that there were three kinds of Greek 
Plays, and three only—Tragedy, Comedy, and the Satyrical 
Drama. It will be our endeavour in the present chapter to 
examine this classification, and to see whether some better 
one cannot be proposed. With a view to this it will be 
proper to inquire into the origin of the comical and satyrical 
dramas, just as we have already investigated the origin of 
Tragedy, and to consider how far the Satyrical Drama 
differed from or agreed with either the Tragedy or Comedy 
of the Greeks. 

The word Tragedy—rpaywd/a—is derived of course from 
the words zpdyos and #37. The former word, as we have 
already seen, is a Synonym for odrvpos:! for the goat-eared 
attendant of Dionysus was called by the name of the animal 
which he resembled, just as the shepherd or goatherd was 
called by the name of the animal which he tended, and 
whose skin formed his clothing.” Tpaywdéa is therefore not 
the song of a goat, because a goat was the prize of it; but a 
song accompanied by a dance performed by persons in the 
guise of satyrs, consequently a satyric dance; and we have 
already shown how Tragedy in its more modern sense arose 
from such performances. At first, then, Tragedy and the 


1 See above, p. 43, note 2. 

2 The word Tityrus signifies, according to Servius, the leading ram 
of the flock: according to other authorities it means a goat; and some 
have even supposed it to be another form of Satyrus. See the passages 
quoted by Miller, Dor. tv. ch. 6, § ro, note (e). 
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Satyrical Drama were one and the same. When, however, 
the Tragedy of Thespis had firmly established itself, and 
Comedy was not yet introduced, the common people became 
discontented with the serious character of the new dramatic 
exhibitions, and missed the merriment of the country satyrs ; 
at the same time they thought that their own tutelary deity 
was not sufficiently honoured in performances which were 
principally taken up with adventures of other personages: 
in the end they gave vent to their dissatisfaction, and on 
more than one occasion the audience vociferously complained 
that the play to which they were admitted had nothing to 
do with Bacchus. ‘The prevalence of this feeling at length 
induced Pratinas of Phlius, who was a contemporary of 
Xschylus, to restore the tragic chorus to the satyrs, and to 
write dramas which were indeed the same in form and 
materials with the Tragedy, but the choruses of which were 
composed of satyrs, and the dances pyrrhic instead of gym- 
nopedic.? This is the drama which has been considered by 
some as specifically different both from Tragedy and Comedy, 
but which was ix fact only a subdivision of Tragedy,? written 


1 In his opening Symposiacal disquisition, Plutarch thus speaks : 
“Qomep obv, Ppuvixov Kal AicxvAouv Thy Tpayewdlay eis utOous Kal maby 
mpoaysvtwv, eéxOn’ th tatTa mpds Tov Aidvucoy;—ottws Emorye ToA- 
AdKis cimeiy TapéoT™ Mods TOUS EAkovTas Eis TA TUUMIGLA TY KUpLevOYTa— 
72, tvOpwme, Tl TaidTa mpds toy Aidvucov ;—Sympos. I. I. 

Zenobius gives this explanation of the phrase Ovdéy zpbs roy Atdvucov: 
—Tav xopay e& apxiis <idiouevwv d:OtpayBoy goew eis Tov Ardvucoy, ot 
mointad tortepov éxBdvtes Tis ouvnGeias TavTns Alavtas Kal Kevtatpous 
ypddew emexelpouv. “Obey of Oedmevor oKadmTovTES ~reyov, OddEev mpds 
tov Aidvusov. Aa yodv TotTo Tovs Satipous Uatepov Edotev avtots 
mpociodyew, iva py SoKGow emiravOdverOa Tov Aeov. p. 42. 

Suidas, in his explanation of the same saying, after mentioning the 
opinion by which it was referred to the alterations of Epigenes the 
Sicyonian, adds: BéAtioy dé oftw: Td mpdcbev cis thy Aidvucoy ypd- 
govtes, TevTas AywviCovro, Gmep kal Sarupina €dAeyeto vorepov de 
petaBdyres cis Td Tpaywdlas ypapew, KaTd wixpdy eis utOous Kal icroplas 
erpdrnoay, unkéte Tod Arovicov jvnuovetovtes'—ibev tTovTo Kal ewepw- 
ynoar, Kal Xauodéwy ev rg wep) Oomidos a TapamAhow ictope. So 
also Photius, above, p. 72, note I. 

2 Above, p. 36. 

3 Demetrius says (de Elocut. § 169, Vol. 1x. p. 76, Walz): 6 5& yéAws 
€xOpa Tpayydias* obdt yap emwohccey by Tis Tpaywdiav malLovgay, 
émel odtupov ypaer avtl tpayedlas. 
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always by Tragedians, and, we believe, seldom! acted but 
along with Tragedies.? 

We have already referred to the statement that the 
Comedy of the Greeks arose from the Phallic processions, 
just as their Tragedy did from the Dithyramb.* Its pro- 
gress, however, and its successive advances from rudeness 
to perfection, are involved in so much obscurity, that even 
Aristotle is unable to tell us anything about it; but he is 
willing to concede that it was started in Sicily,* or primarily 
in Megaris.® And this appears very probable ; for not only 
was Susarion, who is generally admitted to have been the 
earliest comic poet,® a native of Tripodiscus in Megaris, but 
continual allusions are made in ancient writers’ to the. 
coarse humour of the Megarians and their strong turn for 
the ludicrous, qualities which they seem to have imparted 
to their Sicilian colonists. 

But whatever may have been the birth-place of Greek 
Comedy, it is quite certain that it originated in a country 
festival: it was in fact’the celebration of the vintage, when 
the country people went round from village to village, some 
in carts,* who uttered all the vile jests and abusive speeches 


1 Tf Pratinas wrote only eighteen tragedies to thirty-two satyrical 
dramas, some of the latter must have been acted alone. See Welcker, 
Trilogie, pp. 497—8. 

2 It has been plausibly conjectured that the satyrical drama was 
originally acted before the Tragedy. Welck. Nachtr. p. 279. 

3 Above, p.9. Thus we read that Antheas the Lindian rwp@dias 
emote: kal YAAa TOAAG ev TOUTW TH TpdTY T&Y ToLnuaTwY, & EEnpXE TOTS 
HET avTov daddAogopodo:. (Athen. p. 445 B.) 

* Al pév oty Tis Tpaywdlas ueTaBdoes, Kad dv dy eyevovTo, ov AcAHPacty, 
7 SE Kwpwdia, Sia Td wh orovdalcrOa e& apis, EAabe. Kal yap xopdy 
Kopwdar oe mote 6 &pXwy Cdwkev, GAN beAovTal joav’ Hdn SE oxHmaTa 
Twa avTns exovons, of Acydmevor ats Twoinral pynuovevovTar’ Tis dé 
mpoowna amredwkev, 7) Adyous, 7) wAHOn Swoxpiray, Kat boa Toradra, 
Hnyvénrat. Tod 5& piOous moreiv "Enlxapuos kal bépus tpkav* Td per 
obv ekapxiis ex SikeAlas AAGe. Aristot. Poet. v. 

5 Tijs péev kwpwdlas of Meyapets, of Te evtaiOa, ds emt Tis map’ adTtots 
Snuokpatias yevouervns, Kal of ex SixeAlas. Poet. 11. 5. 

§ Proleg. Aristoph. Kiist. p. xi: Thy Kwppdlay nipicbal pact bmd 
Soveapiwvos. 

7 See Miiller’s Dorians, tv. 7, § 1. 

® Schol. Lucian. Zebds tpaywdds (VI. p. 388, Lehmann): év rH €oprh 
Ttav A.ovuclwy mapa Trois "A@nvatois éml apakGy Kabhmevor %okwwrov 
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with which the Tragedy of Thespis has been most unjustly 
saddled; others on foot, who bore aloft the Phallic emblem, 
and invoked in songs Phales, the comrade of Bacchus.! 
This custom of going round from village to village suggested 
the derivation of Comedy from xéyy, and Aristotle has been 
misled by his own learning into an apparent approbation of 
this, on many accounts, absurd etymology.’ One reason 
which has been advanced in defence of this etymology is 
extraordinarily ridiculous. We are told® that the word 
cannot be derived from x@mos, because one of the meanings 
of that word is 7 per oivov od7.. This would scarcely be an 
argument if it were only the signification of the word 
xpos ; but this is so far from being the case, that it is not 
even the primary or most usual meaning of the word. 
Kéyos* signifies a revel continued after supper. It was a 
very ancient custom in Greece for young men, after rising 
from an evening banquet, to ramble about the streets to 
the sound of the flute or the lyre, and with torches in their 
hands; such a band of revellers was also called xépos. 
Thus Aischyius says,” very forcibly, that the Furies, although 
they had drunk their fill of human blood in the house of the 
Pelopide, and though it was now time that they should go 
out like a x@os, nevertheless obstinately stuck to the house, 
and would not depart from it, And as the band of revellers 


GAAHAous Kal €AoidopodvTo woAAd. See the passages in Creuzer’s note 
on Lydus, de Mens. p. 127, ed. Rother. 

1 The reader will see these particulars in Aristoph. Acharn. 240 sqq. 

2 roobpevor TH OvduaTa onmelov, ovTOL mey yap (IleAowovyjo.ol) Kopuas 
Tas meptoKldas Karey paciv, "A@nvaior 5 Shuous. ws Kwupdods, odK 
amd Tov Kwpdcew AcxOevTas GAAG TH KaTa Kouas TAGYN aTiwaomevous eK 
tov &oreos. Poet. c. 1. 

$ By Schneider (de Orig. Comm. p. 5). 

4 See Welcker in Jacobs’ edition of Philostratus, p.202._ ‘The remarks 
in the text are an abstract of what he says on the signification of this 
word. He supposes, however, that kwugddés is derived from the 
secondary sense of the word, in which he agrees with Kanngiesser 
(Kom. Bin. p. 32). 

* Agamemnon, 1161, Wellauer: 

Kal phy menmwnds y ws Opactveobar tAgov 
Bpotetov aiua k@mos ev Sduols pever 
Atomeuntos tw cvyysvev Epwvtwr. 
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‘flown with insolence and wine,” as Milton says,} not un- 
frequently made a riotous entrance into any house where an 
entertainment was going on,’ the verb éreoxwyalw is used 
metaphorically by Plato to signify any interruption or 
intrusion, whether it be the invasion of a philosophical 
school by mere pretenders to science,* or the evasion of the 
proper subject of inquiry by the introduction of extraneous 
matter. Hence the word xépos is used to denote any 
band or company. In a secondary sense, it signifies a song 
sung either by a convivial party or at the Bacchic feasts (not 
merely in honour of the god, but also to ridicule certain 
persons), or lastly, by a procession in honour of a victor at 
the public games. By a still further transition, cOpos is 
used for a song in general; and a peculiar flute tune, 
together with its corresponding dance, was known by this 
name. It was in the second sense of the word that the 
Bacchic reveller was called a xwpywdds, namely, a comus- 
singer, according to the analogy of tpaywdds, iAapwdds, &e., 
in which the first part of the compound refers to the 
performer, the second to the song, and as tpaywota signifies a 
song of satyrs, 80 kwywdia means a song of comus. It is 
clear, from the manner in which the Athenian writers speak 
of the country Dionysian procession, that it was considered 
as a comus;° and we think this view of the case is confirmed 
by the epithet évyxwpos, which Diczopolis applies to Phales 
as the companion of Bacchus.® 

The Phallic processions, from which the old Comedy 
arose, seem to have been allowed in very early times in all 
cities; Aristotle tells us that they still contimued in many 
cities even in his time,’ and the inscriptions quoted above® 

iar. i. 1.502. 

? Like Alcibiades in Plato’s Sympos. 212 c. 

3 Resp. p. 500 B: Tovs kwhev ov mpocikoy emetoKeK@MakoTas, 

4 Theatet. p. 184 A: Kai Td wéeyoTov, ov Evexa 6 Adyos Spuntai, 
emorThuns wept, Tl mor éeotiv, BoKentov yevntat Td Tay emeigKwUaloyTaY 
Adyor. 

2 Thus in an old law quoted by Demosthenes (c. Mid. p. 517) we 
have 6 k@pos Kal of Kwuwdot. 

6 Acharn. 263: Sadjjs, Eraipe Barxlov, 

Ebykoue. 

7 7a padAika & ETt Kal vo ey ToAAGIs Tay méAEwy Siapever vouLCopera, 

Aristot. Poet. c, Iv. * Above, pp. 49 8qq. 
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prove that a lyrical Comedy had developed itself from them. 
In the time of the orators, the i@vpadAou were still danced in 
the. orchestra at Athens,! and we learn from the speech of 
Demosthenes against Conon, that the riotous and profligate 
young men, who infested the streets, delighted to call 
themselves by names’ derived from these comic buffooneries. 
But probably they were always more common in the 
country, which was their natural abode ; and if a modern 
scholar* is right in concluding from the words of the 
Scholiast on Aristophanes,* that there were two sorts of 
Phalle processions, the one public, the other private, we 
cannot believe that the private vintage ceremonies ever 
found their way into the great towns. Pasquinades of 
the coarsest kind seem to have formed the principal part of 
these rural exhibitions,® and this was probably the reason 
why Comedy was established at Athens in the time of 
Pericles; for the demagogues, wanting to invent some means 
of attacking their political opponents with safety, could think 
of no better way of effecting this than by introducing 
into the city the favourite country sports of the lower 
orders, and then it was, and not till then, that the perform- 
ance of Comedies became, like that of Tragedies, a public 
concern. When it was formally established as a distinct 
species of drama at Athens, the old Comedy was supplied, 
hike Tragedy, with a chorus, which, though not so numerous 
or expensively attired as the tragic, was as carefully trained 
and as systematic in its songs and dances. In effect, it was 
the same modification of an original comus as that which 


1 Hyperides apud Harpocrat. v. *1ddadadou. 

2 They termed themselves 1@dp¢aAAo1 and AvroAyjKkvo:. Demosth. 
Conon, 194 (1261). Cf. Athen. xrv. p. 622; Lucian, 1. 336. 

* Schneider, de Orig. Com. p. 14. 

4 Acharn. 243 (p. 775, 1. 32, Dind.): mweicOévres ody Tois HyyeApevots 
ot *A@nvaio: paaddous idia Kal Snuocla Kareckevucay Kal ToUToLS éyépaipov 
Toy Bedy. 

5 Platonius, wep) diapopas Kwupdidy: “Yrobéce:s pev yap TIS TaAaas 
Koumdias joa avrat Td oTpaTnyois emiTiuay, K. T. A. 

6 xopéy Kwupday oe mote edwxev 6 upxwy. Aristotle, above, p. 76, 
note 4. 

Gruppe labours under some extraordinary mistake in supposing 
(Ariadne, p. 123) that Comedy was not originally connected with 
religion. 
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performed the Epinicia of Pindar. It appears from several 
passages that the comic actors were originally unprovided 
with masks, but rubbed their faces over with wine-lees as a 
substitute for that disguise.? 

The Tragedy and Comedy of the Greeks had, therefore, 
an entirely different origin. We must in the next place 
consider what were their distinctive peculiarities, how far 
they differed intrinsically, and whether any of the remaining 
Greek plays cannot be considered as belonging strictly 
either to Tragedy or Comedy. We shall do this more 
satisfactorily if we first set forth the definitions which have 
been given by Plato and Aristotle. Plato has rather alluded 
to, than expressed, the distinction between Tragedy and 
Comedy in their most perfect form, but his slight remarks 
nevertheless strike at the root of the matter. Comedy he 
considers? to be the generic name for all dramatic exhibi- 
tions which have a tendency to excite laughter; while 
Tragedy, in the truest sense of the word, is an imitation of 
the noblest life, that is, of the actions of gods and heroes. 
As a definition, however, this account of Tragedy, although 
excellent as far as it goes,.is altogether incomplete. 
Aristotle’s, on the other hand, is quite perfect. He makes 
the distinction, which Plato leaves to be inferred, between 
the objects of tragic and comic imitation, and adds to it the 
constituent characteristic of Tragedy, namely, that it effects 


1 Hence a comedian is called tpvydds, “a lee singer.” It does not 
appear that masks were always used even in the time of Aristophanes, 
who acted the part of Cleon in the ‘Im7js without one. In later times, 
however, it was considered disreputable to go in any comus without a 
mask. Demosth. Fals. Leg. p. 433: Tod xataparov KupyBlwvos ds év 
Talis Tounrais uvev TOU Tpoosmov KwudCet, 

2 Legg. Vu. p. 817: boa pev oty wept yéAwrd éort malyma, & 3) 
Kwmmdiay mayTes A€youey . . .ulunots TOU KaAALoTOU Kal adplorou 
Blov } 54 pamev waves ye dvTws elvat Tpaywdlay Thy GAnbectarny. The 
KdAAtoTos Kal &piotos Blos signifies the life of a man who is in the 
highest degree kadoxayaGds, and this term exactly expresses the 
persons who figured in the plays of Auschylus and Sophocles; for, as 
Dr. Thirlwall remarks, in his beautiful paper On the Irony of Sophocles, 
“ None but gods or heroes could act any prominent part in the Attic 
tragedy ” (Phil. Mus. 11. p. 493). And this is perhaps the reason why ° 
Plato, in another passage (Gorgias, p. 502 A), talks of 7) ceuvd nal 
Gavpacth THs Tpayydtas wolnots, 


ORIGIN OF COMEDY. 81 


by means of pity and terror the purgation of such passions.! 
Aristotle’s definition of Tragedy is so full and comprehen- 
sive, that it has been adopted even by modern writers as a 
description of what modern Tragedy ought to be ;” there is 
one particular, however, which he has not expressly stated, 
and which is due rather to the origin of Greek Tragedy 
than to its essence, we mean the necessity for a previous 
acquaintance on the part of the audience with the plot of 
the Tragedy : this it is which most eminently distinguishes 
the Tragedies of Sophocles from those of Shakspeare, and 
to this is owing the poetical irony with which the poet and 
the spectators handled or looked upon the characters in the 
piece.? Aristotle is supposed by his commentator Eustratius 
to allude to this in a passage of the Ethics:+ we are disposed 
to believe on the contrary, that he is referring to the different 
effects which events related in a Tragedy, as having taken 
place prior to the time of the events represented, and those 
events which are represented by action, produce on the 
minds of the spectators: for example, the calamities of 
(Edipus, when alluded to in the Gdipus at Colonus, do not 
strike us with so much horror as when they are represented 
in the Gdipus at Thebes. 

If, however, all the prominent characters in the true 
Tragedy were gods or heroes, it tollows that the Il¢pca: of 
ZEschylus, and the MiAyjrov dAwors and Potvcca of Phryni- 


1h 3: Kwpgdla éeotiv, Somep elrouev, plunois davrdotrépwy pe, 
ov mevToL KaTa Tacay KaKiav, GAAA TOD aicxpod eat: TO ‘yeAotov 
udpiov. Poet. c. Y.—éotw otv tpayydla plunois mpdkews crovdalas 
kal TeAclas, peyebos exXovons dpdvtav kal ov SC anayyedlas, 
dV’ eAgov Kat pdBov mepalvovca thy Tav ToLO’TeY TabnudTwY KdPapoL”,. 
Poet. ¢. VI. 

2 Hurd’s definition (On the Province of the Drama, p. 164) is a mere 
copy of Aristotle. Schiller, who has a better right to declare ex 
cathedra what Tragedy aught to be than any writer of the last century, 
thus defines it: ‘That art which proposes to itself, as its especial 
object, the pleasure resulting from compassion, is called the tragic art 
in the most comprehensive sense of the word.” Werke, in einem Bande, 
p. 1176. 

® See Dr. Thirlwall’s Essay On the Irony of Sophocles. 

#3. 11,§$ 4: Siapepe: d¢ Tay waPGy Exactov TeEp) CayTas 7} TeAcUTHOAYTAS 
oupBaivery moAY padAoyv } To Tapdvoua Kal Seve mpotmdpxew Tals Tpa 
yeolats } mpdrrecba. 





G 
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chus, were not Tragedies in the truest sense,! and must be 
referred to the class of Histories, which exist in all countries 
where the drama is much cultivated, as a subordinate species 
of Tragedy: the other Tragedies we may call myths or 
fables® as distinguished from the true stories, to which they 
bore the same relation in the subdivision of Ionian litera- 
ture that the Epos bore to the history of Herodotus. 

In the course of time another rib was taken from the 
side of the primary Tragedy, and Tragi-comedy sprang up 
under the fostering care of Euripides, which was probably 
the forerunner of the tAaporpaywdia of Rhinthon, Sopatrus, 
Sciras, and Blesus.2 One old specimen of this kind of play 
remains to us in the “AAkyors of Euripides, which was 
performed as the satyrical drama of a Tragic Trilogy, 
438 B.c., and we are inclined to consider the Orestes as 
another of the same sort. It resembled the regular 
Tragedy in its outward form, but contained some comic 
characters, and always had a happy termination. 

Of the Satyrical Drama we have already spoken: we 
cannot, however, quit the subject of Tragedy and its 
subordinate forms without noticing a play called EiAwres ot 
éxt Tawdpo, which was, according to Herodian,° a satyrical 


1 Niebuhr, Hist. Rome, Vol. 1. note 1150: “The Destruction of Miletus 
by Phrynichus, and the Persians of Aéschylus, were plays that drew 
forth all the manly feelings of bleeding or exulting hearts, and not 
tragedies: for these the Greeks, before the Alexandrian age, took their 
plots solely out of mythical story. It was essential that their contents 
should be known beforehand ; whereas the stories of Hamlet and 
Macbeth were unknown to the spectators; at present, parts of them 
might be moulded into tragedies like the Greek; that is if a Sophocles 
were to rise up.” 

2 The words of Suidas, quoted above, appear to allude to this dis- 
tinction : kata pixpdy cis wUBous Kal iotopias eTpamnoay. 

3 Miiller’s Dor. rv. ch. 7, § 6. 

4 In an argument to the Alcestis, published from a Vatican MS. 
(No. 909) by Dindorf, in 1834, we find the following words: Td dpaya 

vs 


€rrorOn tt. ed:ddxOn ext TAavkivov &pxovtos Td A. TP@Tos hv SopokaAjis, 
debrepos Evpimldns Kpjooas, “AAkuo@ve TO Sie WVwpidos, Tnréde, 
-AAKHoTIOL Td 5é Spaua Kwuikwrépay exer Thy Katackevnv. The last 
sentence is a repetition in efiect of the statement in the Copenhagen 
argument (Matthis, vit. p. 214). On the date see Welcker, Rheinisch. 
Mus. for 1835, p. 508; Clinton, F. H. Vol. 1. p. 424. 

5 See Eustathius on Iliad u, p. 297. 
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drama. This statement has occasioned some difficulties. 
It has been asked,! were the Helots, who doubtless composed 
the chorus, dressed like satyrs, or mixed up with satyrs ? 
But if it was a satyrical drama, what mythological subject is 
reconcilable with a chorus of Helots? and, on the same 
supposition, how could the comedian Eupolis, to whom 
Athenzus’ ascribes the play, have been its author? for a 
trespass by a comedian on the domains of the tragic muse, 
to whom the satyrical drama belonged, was, especially in 
those times, something quite unheard of. There is, it must 
be admitted, some difficulty in this, and principally in regard 
to the last question. The Helots, with their dresses of 
goatskin or sheepskin, and their indecent dances in honour 
of Bacchus, were very fit substitutes for the satyrs, and it is 
quite possible to conceive that a Dionysian myth might be 
represented in a play, the chorus of which consisted of 
Helots. From the statement, however, that Eupolis was 
the author, and from the purely comic and criticising tone 
of one of the fragments,? we are disposed to conclude that 
Herodian is mistaken in calling it a satyrical drama, and 
that he has been misled by the resemblance between the 
guise of the Helots and that of the satyrs; whereas the 
play was a regular Comedy with a political reference, 
perhaps not unlike the Aoxeda‘poves of the same author. 
The Comedy of the Greeks first attained to a distinct 
literary and political importance in the country which 
witnessed its final development in a form corresponding to 
that of its modern representatives. Whatever may have 
been the value of the writings of Epicharmus, they have not 
reached our time except in fragments. For us Greek 
Comedy, both in itself and in its Roman transcriptions, is 
the Comedy of Athens. So far as we are acquainted with 
its literary history, it owes its first development and com- 
pletion to the political and social condition of that great 
democratic metropolis; and it is so intimately connected 
with all that is characteristic of Attic life, that the greatest 
scholars of Alexandria, Lycophron and Eratosthenes, wrote 


? By Miiller in Was fiir eine Art Drama waren “ die Heloten”? 
Niebuhr’s Rhein, Mus. ui. p. 488. 
2\IV, p. 138. 3 In Athen. x1v. p. oe 
a2 
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formal and elaborate treatises on the subject. Considered, 
then, as peculiarly Athenian, the Comedy of the Greeks 
admits of subdivision into three species, or rather three suc- 
cessive variations in form, which are generally distinguished 
as the Old, the Middle, and the New Comedy. These three 
subdivisions must be considered separately, and with a brief 
review of their distinctive characteristics. 

The old Comedy was, as we have already seen, the result 
of a successful attempt to give to the waggon-jests of the 
country comus a particular and a political bias. Its out- 
ward form was burlesque in its most wanton extravagance. 
Its essence, or to use the words of Vico,! its eterna propieta, 
was personal villification. Not merely the satire of de- 
scription, the abuse of words, but the satire of representa- 
tion. The object of popular dislike was not merely called a 
coward, a villain, a rogue, or a fool, but he was exhibited on 
the stage doing everything contemptible, and suffering every- 
thing ludicrous. This systematic personality, the iapBuy 
idéa” of the old popular farce, would not have sufficed to 
obtain for Comedy an adequate share of attention from the 
refined and accomplished democracy which establisked itself 
at Athens during the administration of Pericles. It was 
necessary that the comic poet who would gain a hearing in 
the theatre at Athens should borrow from Tragedy many of 
its most striking peculiarities—its choral dances, its masked 
actors, its metrical forms, its elaborate scenery and machines, 
and, above all, that chastened elegance of the Attic dialect 
which the fastidiousness of an Athenian citizen required and 
exacted from the poets and orators. The comedy became a 
regular drama, recalling indeed a recollection of the old 
phallic comus by an extravagant obscenity of language and 
costume, but often presenting an elegance in the dialogues 
and a poetic refinement in the melic portions, which would 
have borne a comparison with the best efforts of the con- 
temporary tragic muse. Upon this stock the mighty genius 
of Aristophanes grafted his own Pantagruelism, which has 
in every age, since the days of its reproducer Rabelais, 

1 Scienza Nuova, 11. p. 638: “La satira serbd quest’ eterna propieta, 
con la qual ella nacque, di dir villanie ed ingiurie.” 

2 Aristot. Poet. 5. 
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found in some European country, and in some form or 
other, a more or Jess adequate representative—Cervantes, 
Quevedo, Butler, Swift, Sterne, Voltaire, Jean Paul, Carlyle, 
and Southey. By Pantagruelism we mean—in accordance 
with the definition which we have elsewhere given of the 
term!—an assumption of Bacchanalian buffoonery as a cloak 
to cover some serious purpose. Rabelais, who invented the 
word to express a certain literary development of the 
character sustained by the court-fools in the Middle Ages, 
must have been quite conscious that he was reproducing, as 
far as his age allowed, not only the spirit, but even the 
outward machinery of the Old Comedy. At any rate he 
adopts the disguise of low buffoonery for the express purpose 
of attacking some form of prevalent cant and imposture ; 
and this was consistently the object of Aristophanes. 
Whether he professedly takes Aristophanes as his model, 
and as the lamp to light him on the way,’ may be regarded 
as an open question ; but there can be no doubt that the 
manner and the object of the curé of Meudon were identical 
with those of the great comedian of Athens, and that the 
name of Pantagruelist, invented by the one, accurately 
describes the leading characteristics of his main prototype. 
The chief difference between the Old Comedy of Athens, 
as represented by Aristophanes, and the modern manifesta- 
tions of the same riotous drollery, as a cover for some 
serious purpose which it might be premature, unsafe, or 
generally inexpedient to disclose, must be sought in the 
peculiar relations which subsisted between the old comedian 
and his democratic audience during the short period of the 
Old Comedy’s highest perfection, namely, the interval 
between the commencement of the Peloponnesian war and 
the Sicilian expedition, when the irritable Demos was so 
conscious of his power and was so exhilarated by his good 
fortune that, like the kings of the Middle Ages, he was 

1 In the Quarterly Review, No. CLX1. pp. 137 sqq- 

2 We Lave shown in the paper on Pantagruelism already cited that 
the reference to Aristophanes and Cleanthes as the lanterns of honour 
(Rabelais, v. c. 33) is derived from Varro (L. L. v. 9. p. 4, Miller), who 
is speaking of Aristophanes, the grammarian of Byzantium, and of the 
grammatical studies of tiie Stoics; but Rabelais, like his commentators, 
may have misunderstood Varre. 
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willing to tolerate any jokes at his own expense, if the 
satirist would only pay him the compliment of adopting 
the thin veil of caricature, and pretend to put forward as 
an outpouring of privileged folly what he really meant to be 
taken as the most serious remonstrance or the most biting 
reproof.? 

It is difficult, perhaps impossible, to draw a clearly 
defined line of demarcation between the latest writers of the 
Old and the earliest writers of the Middle Comedy. We 
cannot say of them that this author was an old comedian, 
that a middle comedian: they may have been both, as 
Aristophanes certainly was, if the criterion was the absence 
or presence of a Parabasis,” or speech of the chorus in 
which the audience are addressed in the name of the poet, 
and without, in many cases, any reference to the subject of 
the play. Nor will the proper interpretation of the law 
Tepl TOD py OvopacTt Kwpwdciy? enable us to distinguish be- 


1 Aristophanes openly avows this mixture of the serious and the 
ridiculous in his later comedies, when he no longer practised it with 
the same objects. Ran. 391: Kal moAAG wey yeAotd pw elev mOAAG dE 
omovoaia. LHecles. 1200: ouixpdy & strobécba rots Kpitaiot BovAopar 
Tois gopois pev TaY copGy pmeuvnuevous Kpivey eu" Tols yeA@or OD 
Hdéws 514 Toy yéAwTa Kplvew ene, 

27 tas mapaBacers ovK exovta edidax9n etovotas and Tod Shwov 
peOioranevns Kal ddAvyapxtas Kpatovons. Platonius. With regard to 
the attempt of Meineke (Question. Scenicx, Sp. 11. p. 50) to prove that 
Antiphanes was a new comic poet because he mentioned the partin 
(Athen. xtv. p. 662 F), we may remark, that the word cannot be used 
as a criterion to enable us to distinguish between two schools of 
comedians, for it is mentioned by Nicostratus, the son of Aristophanes 
(see Clinton in Phil. Mus. 1. p. 560), and the dainty was not unknown 
to Aristophanes himself, who uses the word patrruoAoxds (Nub. 451). 

3 Mr. Clinton, in the Introduction to the second volume of his Fasti 
Hellenici (pp. xxxvi, &c.) has shown that the generally received idea, 
which would distinguish the Middle from the Old Comedy by its 
abstinence from personal satire, is completely at variance with the 
fragments still extant; and that the celebrated law—rod uh dvouacr? 
Kopwder tivad—simply forbade the introduction of any individual on 
the stage by name as one of the dramatis persone. This prohibition, 
too, might be evaded by suppressing the name and identifying the 
individual by means of the mask, the dress, and external appearance 
alone. “This law, then, when limited to its proper sense, is by no 
means inconsistent with a great degree of comic liberty, or with those 
animadversions upon eminent names with which we find the comic 
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tween the comedians as belonging to one class or the other. 
As to the comedies themselves, however, we may safely 
conclude, on the authority of Platonius, that the Middle 
Comedy was a form of the old, but differed from it in three 
particulars: it had no chorus, and therefore no parabasis— 
this deviation was occasioned by the inability of the im- 
poverished state to furnish the comic poets with choragi: 
living characters were not introduced on the stage—this 
was owing to the want of energy produced by the sub- 
version of the democratic empire: as a consequence of both 
these circumstances, the objects of its ridicule were general 
rather than personal, and literary rather than political. If, 
therefore, we were called upon to give to the Old and 
Middle Comedy their distinctive appellations, we should 
call one Caricature and the other Criticism; and if we 
wished to illustrate the difference by modern instances, we 
should compare the former to the Lampoon, the latter to 
the Review. The period to which the writers of the Middle 
Comedy belonged may be defined generally as that included 
between the termination of the Peloponnesian war and the 
overthrow of Athenian freedom by Philip of Macedon, from 
B.c. 404 to B.c. 340. The numerous comedies which ap- 
peared in this interval, especially those belonging to the 
latter half of the period, were chiefly occupied in holding up 
to light and not ill-natured ridicule the literary and social 
peculiarities of the day. The writers seized on what was 
ludicrous in the contemporary systems of philosophy. They 
parodied and travestied not only the language but some- 
times even the plots of the most celebrated tragedies and 
epic poems. And, in the same spirit, they not unfrequently 
took their subjects directly from the old mythology. In 
their satires on society they attacked rather classes of men 
than prominent individuals of the class. Courtesans, para- 
sites, and wanton revellers, with their pic-nic feasts, were 
freely represented in general types,' and the self-conceited 


poets actually to abound” (Fast. Hell. p. xlii.). The date of the law 
a probably about 3B.c. 404, during the government of the 
Thirty. 

? See the anecdote about Antiphanes, Ath. xm. pr. 
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cook, with his parade of culinary science, was a standing 
character in the Middle Comedy.! Athenian politics were 
generally avoided ; but these poets did not scruple to make 
sport of foreign tyrants, like the Dionysu of Syracuse and 
Alexander of Phere.? Their style was generally prosaic,® 
and they usually confined themselves to the comic trimeter. 
But long systems of anapestic dimeters were sometimes 
introduced, and in their parodies and travesties they imitated 
the metres of the poets whom they ridiculed. 

The New Comedy commenced, as is well known, with 
the establishment of the supremacy of Philip,* and flourished 
at Athens during the period distinguished as that of the 
Macedonian rulers, who are called the Diadochi and Epigont ; 
it belongs, therefore, to the interval between the 110th and 
130th Olympiads, i. e. between B.c. 340 and B.c. 260. We 
can see in Plautus and Terence, who translated or imitated 
the Greek writers of this class, satisfactory specimens of 
the nature of this branch of Comedy. It corresponded as 
nearly as possible to our own comic drama, especially to 
that of Farquhar and Congreve, which Charles Lamb calls 
the Comedy of Manners, and Hurd the Comedy of Character. 
It arose in all probability from a union of the style and 
tone of the Euripidean dialogue with the subjects and 
characters of the later form, the Middle Comedy. The 
particular circumstances of the time had given a new di- 
rection to the warlike tendencies of the Greeks. Instead 
of serving in the ranks of the national militia and fighting 
in free warfare at home, the active, restless, or discontented 
citizen found a ready welcome and good pay in the mer- 


1 This was the principal character in the olosicon, one of the latest 
plays of Aristophanes, and it is always re-appearing. 

2 Asin the Dionysius of Eubulus and the Dionysalexandrus of the 
younger Cratinus. 

% Anonym. de Comm. U1.: rTijs d& péons Kou@dlas of romnTat mAdT MATOS 
fey ovX HWavTo womtikod, Sia SE THs cuvhOous idvTes AaAtas Aoyikas 
éxouol Tas Gperas, Sore omdvioy ToinTiKOY XapakTipa elvar wap’ avTors. 

4 Meineke says (Hist. Crit. Com. p. 435) that he dates the commence- 
ment of the new comedy from the period immediately preceding the 
battle of Cheroneia, and that the anonymous writer on comedy 
(p. xxxii.) is not quite accurate in saying 7 véa emt “AActdvdpou elxe 
Thy uKeny. 
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cenary armies kept up by the Greek sovereigns of Asia and 
Egypt. Such a soldier or leader of mercenaries, having 
returned from abroad with a full purse, an empty head, 
and a loud tongue, became a standing character in the New 
Comedy. The other characters, the greedy parasite, the 
elever and unprincipled slave, and the scheming or tyranni- 
eal courtesan, may have appeared in the Middle Comedy ; 
but they are the new comedian’s indispensable staff. And 
now for the first time the element of love becomes the main 
ingredient in dramatic poetry.1. The object of the young 
man’s passion is not the free-born Athenian maiden, but 
some accomplished éraipa, or an innocent girl, who is osten- 
sibly the slave or associate of the éraipa, but turns out at 
the end of the piece to be the lost child of some worthy 
citizen. A good deal of ingenuity is shown in the con- 
trivance of these unexpected recognitions (dvayvwpioes), and 
here also the drama of Euripides had furnished the comedian 
with his model. The “heavy father,” as he is called on our 
stage, is generally an indispensable personage, and in the in- 
trigues of the piece he is often the dupe of the manceuvring 
slave, or led by some incidental temptations into the 
very vices and follies which he had reproved in his son. 
The greatest care is taken in the delineation of these 
characters, and there can be little doubt that they re- 
presented accurately the most prominent features of the 
later Attic society. The drama under such circumstances 
did not attempt to make men better than they were, and it 
is to be feared that the comic stage did little more than 
present in the most attractive colours the lax morality of 
the age. 

It is not our intention to speak of the dramas and quasi- 
dramas of a later age; it may however be of some assistance 
to the student if we subjoin a general tabular view of the 
rise and progress of the proper Greek Drama. 


? Ovid, Fast. u. 369: Fabula jucundi nulla est sine amore Menandri. 
? See Hist. of Gr. Liter. Vol. m1. pp. 2 sqq. 
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DORIAN ELEMENT. IONIAN ELEMENT. 
Choruses in honour of Apollo. Rhapsodice: Recitation of Homeric Poems, 


Lyrical’ Poetry in connection with these Choruses. | Unaccompanied Recitation of Iambics. 


Transfer of these to Bacchus. Contests of the Rhapsodes, dhe 






The Dithyramb becomes Lyrical 


with Rhapsodical Recitations at the 
Brauronia, 1 


et Song at the Vintage. 


A Satyrical Chorus introduced by Arion. Union of the Choral worship of Bacchus | 


Union of the Satyrical Dithyramb with Union of the Iambic Lampoon with the 
Rhapsodical Recitation, i.e. of the Comus, and establishment of a regular 
9piauBos with the tauBos. Comic Chorus. 


Dialogue between the Rhapsode and the Chorus. The Old Comedy, or Comedy of Caricature. 


Another Actor added by Aeschylus: The Middle Comedy, or Comedy of Criticism. 
The Aschylean ‘Trilogy. 


A third by Sophocles: The New Comedy, or Comedy of Manners. 
The perfect Athenian Tragedy. 





| 
First Variety. Second Variety. Vhird Variety. Fourth Variety. 
The Tragedy The Satyrical The History. The Tragi-comedy. 
proper. Drama. 
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APPENDIX TO CHAPTER V. 


A. W. SCHLEGEL’S GENERAL SURVEY OF THE DRAMA 
IN DIFFERENT AGES AND COUNTRIES. 


+ * * * * * * 


It is well known that about three and a half centuries ago the study 
of ancient literature was revived by the diffusion of the Greek language 
(the Latin never became extinct); the classical authors were brought 
to light and rendered universally accessible by the art of printing; the 
monuments of ancient genius were diligently disinterred. All this 
supplied manifold excitements to the human mind, and formed a 
marked epoch in the history of our mental culture; it was fertile in 
effects, which extend even to us, and will extend to an incalculable 
series of ages. But at the same time the study of the ancients was 
perverted to a deadly abuse. The learned, who were chiefly in posses- 
sion of it, and were incompetent to distinguish themselves by works of 
their own, asserted for the ancients an unconditional authority ; in fact 
with great show of reason, for in their kind they are models. They 
maintained that only from imitation of the ancient writers is true salva- 
tion for human genius to be hoped for; in the works of the moderns 
they appreciated only what was, or seemed to be similar to those of the 
ancients; all else they rejected as barbarous degeneracy. Quite 
otherwise was it with the great poets and artists. Lively as might be 
the enthusiasm with which the ancients inspired them, much as they 
might entertain the design of vying with them, still their independence 
and originality of mind constrained them to strike out into their own 
path, and to impress upon their productions the stamp of their own 
genius. Thus fared it, even before that revival, with Dante, the father 
of modern poetry ; he ayouched that he took Virgil as his teacher, but 
produced a work which, of all mentionable works, most differs in its 
make from the Aneid, and in our opinion very far surpassed his 
fancied master in power, truth, compass, and profuundness. So was it 
likewise, at a later period, with Ariosto, who has perversely been com- 
pared with Homer: nothing can be more unlike. So, in art, with 
Michel-Angelo and Raphael, who nevertheless were unquestionably 
great connoisseurs in the antiques. As the poets for the most part had 
their share of scholarship, the consequence was a schism in their own 
minds between the natural bent of their genius and the obligation of an 
imaginary duty. Where they sacrificed to the latter, they were com- 
mended by the learned ; so far as they followed the bent of the former, 
they were favourites with the people. That the heroic lays of a Tasso 
and a Camoens still survive on the lips of their fellow-countrymen is 
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assuredly not owing to their imperfect affinity with Virgil, or even 
with Homer; in Tasso it is the tender feeling of chivalrous love and 
honour, in Camoens the glowing inspiration of patriotic enthusiasm. 

Those ages, nations, and ranks which found the imitation of the 
ancients most to their liking were precisely such as least felt the want 
of a self-formed poetry. The result was dead school-exercises, which at 
best can excite but a frigid admiration. Bare imitation in the fine arts 
is always fruitless of good: even what we borrow from others must, as 
it were, be born again within us if ever it is to issue forth in the 
nature of poetry. What avails the dilettantism of composing with 
other people’s ideas? Art cannot subsist without Nature, and man 
can give his fellow-men nothing but himself. 

Genuine successors of the ancients and true co-rivals with them, 
walking in their path and working in their spirit by virtue of congenial 
talents and cultivation of mind, have ever been as rare as your handi- 
craftsmanlike insipid copyists were and are numerous. The critics, 
bribed to their verdict by the mere extrinsicality of form, have for the 
most part very liberally sanctioned even these serviles. These were 
“correct modern classics,’ while the great and truly living popular 
poets, whom a nation, having once got them, would not consent to part 
with, and in whom moreover there were so many sublime traits that 
could not be overlooked, these they were fain at most to tolerate as rude 
wild geniuses. But the unconditional separation thus taken for 
granted between genius and tasteis an idle evasion. Genius is neither 
more nor less than the faculty of electing, unconsciously in some 
measure, whatever is most excellent, and therefore is taste in its highest 
activity. 

Pretty much in this way matters proceeded until, no long time since, 
some thinking men, especially Germans, set themselves to adjust the 
misunderstanding, and at once to give the ancients their due, and yet 
fairly recognise the altogether different peculiarity of the moderns. 
They did not take fright at a seeming contradiction. Human nature 
is indeed in its basis one and indivisible, but all investigation declares 
that this cannot be predicated in such a sense concerning any one 
elementary power in all nature, as to excludea possibility of divergence 
into two opposite directions. The whole play of vital motion rests upon 
attraction and repulsion. Why should not this phenomenon recur 
on the great scale in the history of mankind likewise? Perhaps in 
this thought we have discovered the true key to the ancient and 
modern history of poetry and the fine arts. They who assumed this 
invented for the characteristic spirit of modern art, as contrasted to the 
antique or classical, the designation romantic. And not an inappropriate 
term either: the word is derived from romance, the name originally 
given to the popular languages which formed themselves by intermix- 
ture of the Latin with the dialects of the Old-German, in just the same 
way as modern culture was fused out of the foreign elements of the 
northern national character and the fragments of antiquity, whereas 
the culture of the ancients was much more of one piece. 

This hypothesis, thus briefly indicated, would carry with ita high 
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degree of self-evidence, could it be shown that the self-same contrast 
between the endeavour of the ancients and moderns does symmetrically, 
I might say systematically, pervade all the manifestations of the artistic 
and poetic faculty, so far as we are acquainted with the phases of ancient 
mind: that it reveals itself in music, sculpture, painting, architecture, 
&c., the same as in poetry: a problem which still remains to be worked 
out in its entire extent and compass, though much has been excellently 
well remarked and indicated in respect of the individual arts. 

To mention authors who have written in other parts of Europe, and 
prior to the rise of this “School” in Germany,—in music, Rousseau 
recognised the contrast, and showed that rhythm and melody were the 
prevailing principle of the ancient, as harmony is of the modern music. 
But he is contracted enough to reject the latter ; in which we cannot at 
all agree with him. With respect to the arts of design, Hemsterhuys 
makes a clever apophthegm: “ The ancient painters seem to have been 
too much sculptors, the modern sculptors are too much painters.” 
This goes to the very heart of the matter; for, as I shall more expressly 
prove in the sequel, the spirit of all ancient art and poetry is plastic, as 
that of the modern is picturesque. 

I will endeayour, by means of an example borrowed from another art, 
that of architecture, to illustrate what I mean by this harmonious 
recognition of seeming opposites. In the Middle Ages there prevailed, 
and in the latter centuries of that era developed itself to the most 
perfect maturity, a style of architecture which has been denominated 
Gothic, but ought to have been called Old-German. When, upon the 
revival of classic antiquity in general, imitation of the Grecian archi- 
tecture came up, which often indeed was but too injudiciously applied, 
without regard had to difference of climate and to the destination of the 
edifices, the zealots for this new taste condemned the Gothic style altoge- 
ther, reviled it as tasteless, gloomy, barbarous. In the Italians, if any- 
where, this was excusable: considering their many hereditary remains or 
ancient structures, and also their climatical affinity with the Greeks and 
Romans, partiality for ancient architecture lay, as it were, in their very 
blood. But we northern people are not to be so easily talked out of those 
powerful, solemn impressions which fall upon us at the very entering into 
a Gothic cathedral, Rather we will endeavour to account for these 
impressions, and to justify them. A very little attention will satisfy us 
that the Gothic architecture bespeaks not only extraordinary mechanical 
skill, but a marvellous outlay of inventive genius; upon still closer 
contemplation we shall recognise its profound significance, and perceive 
that it forms a complete finished system in itself quite as much as does 
that of the Greeks. 

To apply this to the matter in hand. The Pantheon is not more 
different from Westminster Abbey or St. Stephen’s in Vienna than is 
the structure of a tragedy of Sophocles from that of a play of Shake- 
speare. The comparison between these miracles of poetry and architec- 
ture might be carried out still further. But really does admiration of 
the one necessitate us to have a mean esteem of the other? Cannot we 
admit that each in its own kind is great and admirable, though this is 
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and is meant to be, quite another thing from that? It were worth 
making the attempt. We do not wish to argue any man out of his 
preference for the one or the other. The world is wide, and has room 
enough in it for many things that differ, without their interfering with 
one another. But a preference originating in views directed to one side 
alone of the question, a preference conceived one knows not why nor 
wherefore, is not what makes a connoisseur. No: the true connoisseur 
is he who can suspend his mind, free and unconstrained, in liberal 
contemplation of discrepant principles and tendencies, renouncing the 
while his own individual partialities. 

It might suffice for our present purpose to have thus barely indicated 
the existence of this striking contrast between the antique or classical 
and the romantic. But as exclusive admirers of the ancients still 
persist in maintaining that every deviation from these models is a mere 
whim of the “new school” of critics, who speak in a mysterious way 
about it, but cannot manage to make it dependent upon any valid idea, 
I will endeavour to give an explanation of the origin and spirit of the 
romantic, and then let it be determined whether the use of the term and 
recognition of the thing be thereby justified. 

The mental culture of the Greeks was a finished education in the 
school of nature. Of a beautiful and noble race, gifted with im- 
pressible senses and a cheerful spirit, under a mild sky, they lived and 
vloomed in perfect health of being, and, favoured by a rare combination 
of circumstances, achieved all that could be achieved by the limi- 
tary creature man. Their whole system of art and poetry is the manifes- 
tation of this harmony of all powers. They invented the poetry of joy. 

Their religion consisted in deification of nature in its various powers, 
and of the earthly life; but this worship, which fancy, among other 
nations, darkened with hideous shapes hardening the heart to cruelty, 
assumed among this people a form of grandeur, dignity, and mildness. 
Here superstition, elsewhere the tyrant of human eudowments, seemed 
glad to lend a hand to their most free development; it cherished the art 
by which it was adorned, and out of idols grow deals. 

But greatly as the Greeks succeeded in the Beautiful, and even the 
Moral, we can concede to their culture no higher character than that of 
a refined and dignified sensuality. Of course this must be understood in 
the general and in the gross. Occasional dim forebodoings of philo- 
sophers, lightning gleams of poetic inspiration, these form the excep- 
tion. Man can never altogether turn his back upon the Infinite ; some 
eyanid recollections will testify of the home he has lost; but the point 
to be considered is, what is the predominant tendency of his endeavours ? 

Religion is the root of man’s being. Were it possible for him to 
renounce all religion, even that which is unconscious and independent 
of the will, he would become all surface, no heart nor soul. Shift this 
centre in any degree, in the same degree will the system of the mind 
and affections be modified in its entire line of effect. 

And this was brought about in Europe by the introduction of 
Christianity. This sublime and beneficent religion regenerated the 
decrepit worn-out old world, became the leading principle in the 
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history of the modern nations, and at this day, when many conceit 
themselves to have out-grown its guidance, they are more influenced 
by it in their views of all human affairs than they are themselves 
aware. 

Next to Christianity, the mental culture of Europe, since the com- 
mencement of the Middle Ages, was decidedly influenced by the German 
race of northern invaders, who infused new quickening into a degene- 
tated age. The inclemency of northern nature drives the man more 
inward upon himself, and what is lost in sportive development of the 
sensitive being is amply compensated, wherever there are noble endow- 
ments, in earnestness of spirit. Hence the frank heartiness with which 
the old German tribes welcomed Christianity; so that among no other 
race of men has it penetrated so deeply into the inner man, approved 
itself so energetic in its effects, and so interwoven itself with all human 
sensibilities. 

The rugged but honest heroism of the northern conquerors, by 
admixture of Christian sentiments, gave rise to chivalry, the object of 
which was to guard the practice of arms, by vows which were looked 
upon as sacred, from that rude and base abuse of force into which it is 
so apt to decline. 

One ingredient in the chivalrous virtue was a new and more delicate 
spirit of love, considered as an enthusiastic homage to genuine female 
excellence, which was now for the first time revered as the acme of 
human nature, and, exalted as it was by religion under the form of 
virgin maternity, touched all hearts with an indefinable intimation of. 
the mystery of pure love. 

As Christianity did not, like the heathen worship, content itself with 
certain exterior performances, but laid claim to the whole inner man with 
all its remotest thoughts and imaginations, the feeling of moral indepen- 
dence took refuge in the domain of honour; a kind of secular morality 
which subsisted along with that of religion, and often came in collision 
therewith, but yet akin to itin so faras it never calculated consequences, 
but attached absolute sanctity to principles of action elevated as articles 
of faith above all inquisition of a misplaced ratiocination. 

Chivalry, love, and honour are, together with religion itself, the sub- 
jects of that natural poetry which poured itself forth with incredible 
copiousness in the Middle Ages, and preceded a more conscious and 
thoughtful cultivation of the romantic spirit. This «ra too had its 
mythology, consisting in chivalrous fables and religious legends, but its 
marvellous and its heroism formed a perfect contrast to those of the 
ancient mythology. 

Some writers, in other respects agreeing with us in our conception 
and derivation of the peculiar character of the moderns, have placed the 
essence of the northern poetry in melancholy, and, rightly understood, 
we have no objection to this view of the matter. 

Among the Greeks, human nature was self-satisfied ; it had no mis- 
giving of defect, and endeavoured after no other perfection than that 
which it actually could attain by the exercise of its own energies. A 
higher wisdom teaches us that human nature, through a grievous 
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aberration, has lost the position originally assigned to it, and that the 
sole destination of its earthly existence is to struggle back thither, which, 
however, left to itself,it cannot. The old religion of the senses did but 
wish to earn outward perishable blessings ; immortality, as far as it was 
believed, stood shadow-like in the obscure distance, a faded dream 
of this sunny waking life. Under the Christian view it is just 
the reverse: the contemplation of the infinite has annihilated the 
finite; life has become the world of shadows, the night of being; 
the eternal day of essential existence dawns only beyond the grave. 
Under such a religion, that mysterious foreboding which slumbers 
in every feeling heart cannot but be wakened into distinct consciousness 
that we are in quest of a happiness which is unattainable here, that no 
external object will ever be altogether able to fill the capacity of 
the soul, that all enjoyment is a fleeting illusion. And when the soul 
sits down, as it were, beside these waters of Babylon, and breathes 
forth its longing aspirations towards the home from which it has become 
estranged, what else can be the key-note of its songs but heaviness 
of heart? And so it is. The poetry of the ancients was that of 
possession, ours is that of longing desire; the one stands firm on the 
soil of the present, the other wavers betwixt reminiscence of the past 
and bodeful intimations of the future. Let not this be understood to 
imply that all must flow away in monotonous lamentation, the melan- 
choly always uttering itself audibly, and drowning all besides. As 
under that cheerful view of things which the Greeks took, that austere 
Tragedy of theirs was still a possible phenomenon; so that romantic¢ 
poetry, which originated in the different views I have been describing, 
could run along the whole scale of the feelings, even up to the highest 
note of joy; but still there will always be an indescribable something 
in which it shall carry the marks of its origin. The feeling of 
the moderns has, on the whole, become more deep and inward, the fancy 
more incorporeal, the thoughts more contemplative. To be sure in 
nature, the boundaries run into one another, and the things are not so 
sharply defined as one is under the necessity of doing in order to 
eliminate a theoretical idea. 

The Grecian ideal of human nature was, perfect unison and propor- 
tion of all powers, natural harmony. ‘The moderns, on the contrary, 
have arrived at the consciousness of the disunion there is within, which 
renders such an ideal no longer possible; hence the endeayour of their 
poetry is to make these two worlds, between which we feel ourselves to 
be divided, the world of seuse and the world of spirit, at one with each 
other, and to blend them indissolubly together. The impressions 
of sense shall be hallowed, as it were, by their mysterious league with 
higher feelings, while the spirit will deposit its bodings or indescribable 
intuitions of the infinite in types and emblems derived from the 
phenomena of the visible world. 

In Grecian art and poetry there is an original unconscious unity of 
form and matter; the modern, so far as it has remained faithful to its 
own proper spirit, attempts to bring about a more thorough interpene- 
tration of both, considered as two opposites. The former solved its 
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problem to perfection, the latter can satisfy its ad infinitum endeavour 
only in a way of approximation, and, by reason of a certain semblance 
of incompleteness, is the rather in danger of being misappreciated. 


* * a * * * * 


What is dramatic? To many the answer may seem obvious: 
“Where different persons are introduced speaking, but the poet 
himself does not speak in his own proper person.” But this is no more 


- than the exterior pre-requisite of the form; the form is that of dialogue. 


But the persons of a dialogue may express thoughts and sentiments 
without operating a change on each other, and so may leave off at last 
each in the same mind as at the beginning; in such a case, however in- 
teresting the matter of the discussion may be, it cannot be said to excite 
any dramatic interest. I will exemplify this in the philosophic dialogue, 
a quiet species of discussion not intended for the stage. In Plato, 
Socrates asks the inflated sophist Hippias, “ What is the beautiful ?” 
He is forthwith prepared with his shallow answer, but presently finds 
himself compelled by Socrates’ ironical objections to abandon his first 
definition, and stumble about clutching after other ideas, and finally 
to quit the field, shamed by the exposure of his ignorance, and out of 
temper at finding more than his match in the philosopher. Now, this 
dialogue is not merely instructive in a philosophical point of view, but 
entertaining as a drama in miniature. And justly has this lively 
progress in the thoughts, this stretch of expectation for the issue, in 
one word, this dramatic character, been extolled in the dialogues of 
Plato. 

Hence already we are in a condition to apprehend wherein the great 
charm of dramatic poetry consists. Activity is the true enjoyment of 
life, nay more, is life itself. Mere passive enjoyments may lull into a 
listless complacency, which, however, if there be any stirrings of interior 
sensibility, cannot long be free from the inroad of ennui. Now, most 
people by their position in life, or, it may be, from incapacity for extra- 
ordinary exertions, are tethered within a narrow round of insignificant 
engagements. Day follows day, one like another, under the sleepy ruie 
of custom; life progresses without perceptible motion, the rushing 
stream of the youthful passions stagnating into a morass. From the 
self-dissatisfaction which this occasions they seek to make their escape 
in all kinds of games, which always consist in some occupation, some 
self-imposed task, in which there are difficulties to be overcome, but 
withal not troublesome. Now of all games the play is unquestionably 
the most entertaining. We see others act, if we cannot act to any great 
purpose ourselves. The highest subject of human activity is man, and 
in the play we see men measuring their powers upon each other as friends 
or foes; influencing each other in their capacity of rational and moral 
beings, through the medium of opinion, sentiment, and passion; definitely 
ascertaining their mutual relations, and bringing them to a decisive 
position. By abstraction and pretermission of all that is not essential 
to the matter in hand, namely, of all those daily wants and consequent 
petty distractions which in real life break in upon the progress of 
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essential actions, the poet contrives to condense within small compass 
much that excites attention and expectation. Thus he gives us a picture 
of life that resuscitates the days of youth, an extract of what is moving 
and progressive in human existence. 

But this is not all. Even in lively oral narration it is common 
to introduce the persons speaking, and to vary tone and expression 
accordingly. But the gaps which these speeches would leave in the 
hearers’ mental picture of the story the narrator fills up by a description 
of the concomitant actions or other incidents, in his own name. The 
dramatic poet foregoes this assistance, but finds abundant compensation 
in the following invention. He requires that each of the characters of 
his story should be personated by a living individual; that this 
individual should, in sex, age, and form, come as near as may be to the 
fictitious individual of the story, nay, should assume his entire person- 
ality; that he should accompany every speech with the appropriate 
expression of voice, mien, and gesture, and moreover annex thereto those 
visible actions, of which otherwise the audience would need to be 
apprised by narrative. Still further : these vicegerents of the creatures 
of his imagination are required to appear in the costume belonging to 
their assumed rank, and to the times and country in which they lived: 
partly for the sake of closer resemblance: partly because even in dress 
there is something characteristic. Lastly, he requires that they should 
be environed by a locality in some measure similar to that in which he 
makes the incidents to have taken place, because this also helps 
to realise the fiction ; that is to say, he will have scenery. Now here is 
a theatre complete. It is plain that the very form of dramatic poetry, 
that is, the exhibition of an action by dialogue without the aid of 
narrative, implies the theatre as the necessary complement. We grant, 
there are dramatic works not originally designed for the stage, and 
indeed not likely to be particularly effective there, which nevertheless 
read excellently. But I very greatly question whether they would 
make the same vivid impression upon a reader who had never witnessed 
a play nor heard one described. Je are habituated, in reading dramatic 
compositions, to fancy to ourselves the acting. 

The invention of the theatre and theatrical art seems a very obvious 
and natural one. Man has a great turn for mimic imitation; in all 
lively transposing of himself into the situation, sentiments, and passions 
of others, he assimilates himself to them in his exterior, whether he will 
orno. Children are perpetually going out of themselves; it is one of 
their favourite sports to copy the grown people they have opportunity 
of observing, or indeed whatever else comes into their heads; and with 
their happy pliancy of imagination, they can make all alike serve their 
turn, to furnish them with the insignia of the assumed dignity, be it that 
of a father, a schoolmaster, or a king. There remains but one step more 
to the invention of the Drama: namely, to draw the mimic elements 
and fragments clear off from real life, and confront the latter with these 
collectively in one mass; yet in many nations this step never was taken. 
In the very copious description of ancient Egypt in Herodotus and 
others, I do not recollect any indication of this. ‘The Etruscans on the 
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contrary, so like the Egyptians in many other particulars, had their 
theatrical games, and, singular enough, the Hiruscan term for “ actor,” 
histrio, has survived in living languages even to the most recent times. 
The whole of Western Asia, the Arabians and Persians, rich as their 
poetical literature is in other departments, mow not the Drama. 
Neither did Europe in the Middle Ages: upon the introduction of 
Christianity the old dramas of the Greeks and Romans were set aside, 
partly because they had reference to heathen ideas, partly because they 
had degenerated into shameless immorality ; nor did they revive until 
nearly a thousand years later. So late as the fourteenth century we 
find in that very complete picture which Boccaccio has given of the then 
existing frame of society no trace whatever of plays. Instead of them 
they had simply their Conteurs, Menestriers, and Jongleurs. On the other 
hand, it must by no means be supposed that the invention of the Drama 
was made only once in the world, and was passed along from one nation 
to another. The English circumnayigators found among the islanders 
of the Southern Ocean (a people occupying so low a grade in point of 
intellectual capacity and civilisation) a rude kind of drama, in which a 
common incident of life was imitated well enough to be diverting. To 
pass to the other extremity of the world: that nation from which 
perhaps all the civilisation of the human race emanated, I mean the 
Indians, had their dramas for ages before that country was subjected to 
any foreign influence. They possess a copious dramatic literature, the 
age of which ascends backward nearly two thousand years, Of their 
plays (Nataks) we are at preset acquainted with one specimen only, 
the charming Sacontala, which, with all the foreign colouring of its 
native climate,in its general structure bears such striking resemblance 
to our romantic drama, that we might suspect the translator, Sir William 
Jones, of having laboured to produce the resemblance, out of his par- 
tiality for Shakspeare, were not the fidelity of his translation attested by 
other scholars. In the golden times of India the exhibition of these 
Nataks delighted the splendid imperial court at Delhi; but under the 
misery of their many oppressions, dramatic art in that country seems at 
present to lie extinct. ‘The Chinese, on the contrary, have their 
standing national theatre: standing indeed, it may be conjectured, in 
eyery sense: I make no question but in the establishment of arbitrary 
rules and nice observance of unimportant conventionalities they leave 
the most correct of the Europeans far behind them. 

With all this extensive diffusion of theatrical entertainments, it is 
surprising to find what a difference there exists in point of dramatic 
talent between nations equally favoured in other respects. The talent 
for the Drama would seem to be a peculiar quality, essentially distinct 
from the gift of poetry in general. The contrast between the Greeks 
and Romans in this respect is not to be wondered at; for the Greeks 
were quite a nation of artists, the Romans a practical people. Among 
the latter. the fine arts were introduced only as a corrupting article of 
luxury, both betokening and accelerating the degeneracy of the times. 
This luxury they carried out on so large a scale, in respect of the 
theatre, that perfection in essentials must have been neglected in the 
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rage for meretricious accessories. Even among the Greeks dramatic 
talent was anything but universal: in Athens the theatre was invented, 
in Athens it was exclusively brought to perfection. The Doric dramas 
of Epicharmus form but an inconsiderable exception to this remark. 
All the great dramatic geniuses of Greece were born in Attica, and 
formed their style at Athens. Widely as the Grecian race diffused 
itself, felicitously as it cultivated the fine arts almost wherever it came, 
yet beyond the bounds of Attica it was fain to admire, without being 
able to compete with, the productions of the Attic stage. 
* * * * * a * * 
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BOOK II. 
LITERARY HISTORY OF THE GREEK DRAMA. 


CHAPTER I. 
THE GREEK TRAGEDIANS. 


SECTION I. 
CHG@RILUS, PHRYNICHUS, AND PRATINAS 


Use begets Use. 
GuESSES AT TRUTH. 


As soon as Tragedy had once established itself in Greece, it 
made very rapid advances to perfection. According to the 
received dates, the first exhibition of Thespis preceded by 
ten years only the birth of Aischylus, who in his younger 
days contended with the three immediate successors of the 
Icarian. Cu@rintvs began to represent plays in the 
64th Ol. 523 B.c.,1 and in 499 B.c. contended for the prize 
with Pratinas and Aischylus. It is stated that he contended 
with Sophocles also, but the difference in their ages renders 
this exceedingly improbable, and the mistake may easily have 
arisen from the way in which Suidas mentions the book on 
the chorus which Sophocles wrote against him and Thespis.” 
Tt would seem that Tragedy had not altogether departed 
from its original form in his time, and that the chorus was 
still satyric, or tragic in the proper sense of the word.* 


1 XoiptAos, “A@nvatos, tparyikds, £5’ dAvpmidds Kabels eis GyGvas Kat 
edldake wey Spduata mevthjkovta Kal p’. eviknoe d¢ vy’. Suidas. 

2 See Nike’s Cherilus, p. 7. Suidas: Sopoxans @ypawe Adyov kata- 
Aoyainv wep) Tod xopod mpbs Oomw kat Xoiptaoy aywvi(dpevos. 

3 jvika pep Bacireds rv Xoiptdos év Satvpus. Anonym. ap. Plotium 
de Theatris, p. 2633. 
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Cheerilus is said to have written 150 pieces,! but no frag- 
ments have come down to us. The disparaging remarks of 
‘Hermeas and Proclus do not refer to him, but to his Samian 
namesake,? and he is mentioned by Alexis* in such goodly 
company, that we cannot believe that his poetry was al- 
together contemptible. One of his plays was called the 
Alope, and it appears to have been of a strictly mythical 
character.* Some improvements in theatrical costume are 
ascribed to him by Suidas and Eudocia.® 

Purynicuvs was the son of Polyphradmon, and a scholar 
of Thespis.6 The dates of his birth and death are alike 
unknown: it seems probable that he died in Sicily.’ He 
gained a tragic victory in 511 B.o.® and another in 476, 
when Themistocles was his choragus:* the play which he 
produced on this occasion was probably the Phoenisse, and 
Eschylus is charged! with having made use of this tragedy 
in the composition of his Perse, which appeared four years 
after, a charge which schylus seems to rebut in “the 


1 The numbers in Suidas are, however, in this instance, not to be 
depended on, as they are not the same in all the MSS. 

= See Nake’s Cherilus, p. 92. 

3 Athen. iv. p. 164¢: 


Opdeds Evert, ‘Holodos, tpaye@dia, 
Xoupidos, “Ounpos, "Exixapmos, cvyypaemara 
Tlavrodamrd. 


4 Pausan. 1.14, § 3: XoplAm Se "AOnvalw Spaua morhoavts *"AAdwHy 
€o7 eipny.eva Kepxvova elvat kal TpimtéAcuov adeAgous, Kk. T. A. 

5 obtos KaTd Tivas Tois mpoowmelos Kal TH oKEU TOY OTOAGY émeE- 
xelpnoev. 

§ dpivixos, ToAvppdduovos, 7) Muvtpou: oi 5& XopoxA€ous: *A@nvaios, 
Tpaytkds, nants O€amdos. Suidas in Spvy. 

The first of the names mentioned here for the father of Phrynichus i, 
the correct one. See Schol. Arist. Av. 750; Pausan. x. 31, 2. The 
name also appears under the form Phradmon. Prol. Aristoph. p. xxix. 

7 Clinton, £. H. Vol. 11. p. xxxi., note (t). 

8 évika ém Tis EC’ dAvumiddos. Suidas. 

9 *Evixnoe 5€ [OeuioroKAys] Kal xXopnya@v tpaywdots, meydAnv %H5n 
téTe omovoyy Kal pirdotiulay Tov awydvos Exovtos. Kal mlvaxa ths viens 
aveOnke, ToLavTHY emtypapyy ExovTa—OcmicToKAs Ppedppros exophryet, 
bpivixos edidacker, "Adcluavros jpxev. Plutarch, in Themist. c. v. 

*0 By Glaucus, in his work on the subjects of the plays of Auschylus: 
see Arg. ad Persas. 
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Frogs” of Aristophanes.t In 494 3.c. Miletus was taken 
by the Persians, and Phrynichus, unluckily for himself, 
selected the capture of that city as the subject of a historical 
tragedy. The skill of the dramatist, and the recent occur- 
rence of the event, affected the audience even to tears, and 
Phrynichus was fined 1000 drachme for having recalled so 
forcibly a painful recollection of the misfortunes of an ally.? 
We have already mentioned the introduction of female 
characters into Tragedy by Phrynichus: he seems, how- 
ever, to have been chiefly remarkable for the sweetness of 
his melodies,? and the great variety and cleverness of his 
figure-dances.* The Aristophanic Agathon speaks gene- 

x GAN ody eyo pev és TO KaAbY eK TOD Kadod 
fiveykov ab’, iva wh Toy avToy Bpuvixw 
Ket S va: Movody iepby opGetny Spémwy. Ran, 1294—1296. 

a *AGnvatot pev yap ShAov émotncay bmepaxGeabevres TH MiAntov 
aAdCEt, TH Te BAAN TOKAGX7, kat dn TonjoavtTe Ppuvixy dSpaua MiAjrov 
GAwow, Kal BiBdEayri, és Sdxpud. Te rece TY OenTpoy, Kad eCnulwody My, 
es avauviocavTa oixhia KaKd, XIAlnor Spaxuhor Kad erératay unrete 
re Xpiobat TOUTY TH Spdmati. Herod. vi. 21. 

“EvOev, aomepel MENT TO, 

Spivixos &uBpootwv 

Beréwy areBdoKeTo Kaprov, Get 

pepwv yAunetav @dav. Aristoph. Av. 748. 

Philocleon, the old Dicast, as we are told by the chorus of his 

brethren, 

nye av Gdwv Spuvixov: kal yap eat ayvhp 

pirgydds. Vesp. 269. 
And a little before these fellow-dicasts are represented by Bdelycleon 
as summoning their aged colleague at midnight. 

. . « puvuplCovres MEAN 
TT alias Vv. 2109. 

Tapa 70 pern Kal Thy 2idava kal Toy ge kal To, Epares Euitev, olov 
apxaia wédn Spuvlyov epara Kal idea. - Spbyixos de eyéveTo Tpaywdias 
ronThs, os eypape dpaua Powioas, ev MeuynTan Sidwviwv. To. 5€ mean 
[rd 5E pear?) eime 81a Tip yrunbrnta tov mointov. Schol. in loc. 
“Scribendum—pedr—cum Suida in apxatos et uivupitw. Quod Aris- 
tarchum in codice suo legisse ex annotatione Scholiaste cognoscitur. 
Aves, 748: év@ev womepel ~ueénurra &pvvixos kK. T. A.”’—Dindorf. See 
above, p. 71, note 3. 

4 Plutarch (Symp. 111. 9) has preserved part of an epigram, said to 
have been written by the dramatist himself, in which he thus com- 
memorates the fruitfulness of his fancy in devising figure-dances : 

Exhuara e dpxnets Toa Hoe mOpey, boo én méyTw 
Kduato moretra: Xeluate vvt doy. 
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rally of the beauty of his dramas,! though of eourse they 
fell far short of the grandeur of Aischylus,” and the perfect 
art of Sophocles. ‘The names of seventeen tragedies at- 
tributed to him have come down to us, but it is probable 
that some of these belonged to the other two writers who 
bore the same name. 

We learn from Suidas the following particulars respecting 
Pratinas. He was a Phliasian, the son of Pyrrhonides or 
Encomius, a tragedian, and the opponent of Cheerilus and 
ZEschylus, when the latter first represented. As we have 
already stated, he was the first writer of satyrical dramas 
as a distinct species of entertaimment ; and we may connect 
this circumstance with the place of his birth; for Phhus 
was near Corinth and Sicyon, the cradles of the old 
tragedies of Arion and Epigenes. On one occasion, while 
he was acting, his wooden stage gave way, and in con- 
sequence of that accident, the Athenians built a stone 
theatre. He exhibited fifty dramas, of which thirty-two 


were satyrical. The Phliasians seem to have taken great ~ 


delight in these performances of their countryman,‘ and 
according to Pausanias,°® erected a monument in the market- 
place in honour of “ Aristias, the son of Pratinas, who with 
his father excelled all except Aischylus in writing satyrical 


1 Thesmophor. 164 sqq. 
* The difference between Phrynichus and Mschylus is distinctly 
stated in several passages of the Ranx : 


. . TOUS Gearas 
efnmara, uwpods AaBav rapa bpvvixw tpapevtas. 909. 


Upon which the Scholiast remarks, arareay yap, os apeAeoTeEpos 6 
pvvixos. 

The same fact is also forcibly declared in the address of the Chorus 
to Aischylus in the same comedy: 


GAN @ mpG@tos Tv “EAAjvwy mupydoas phuata cemva 
kal Koophoas TpayiKkdy Ajpov. 1004. 


That the word Ajpos does not imply anything merely comical and 
ludicrous in the tragedies before Adschylus, is clear from the use of 
the word Anpeiy, in y. 923. 

3 Above, p. 75. 

4 See Schneider, De Orig. Trag. p. 90. 


5 Theis 
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dramas.” Pratinas also wrote Hyporchemes.1. His son 
Aristias inherited his father’s talents, and competed with 
Sophocles.” 


* Athen. xtv. p. 617 c: Hoarlvas 8 6 bridowos, abAnrav kat xopevrav 
bisbopdpay Karexdvtwy Tas Opxhorpas, ayavakreiy rwas emt T@ Tovs 
abAntas uh cuvavaciv roils xopois, kabdmep iv mdérpioy, dAAX Tobs Xopovs 
ouvddev tots abAntats: dy ooy elxe Ouudy Kata Toy TadTa roolyTwy 6 
 Hparivas eupavice: Sih todde roo iwopxhuatos. Tis 6 @dpuBos 
d5e, Kk. T. A. 

Miiller suggests (Hist. Lit. Gr. 1. P- 295 [390] that this Hyporcheme 
may have occurred in a satyrical drama. But we have seen above, 
pp. 36, 75, that the Satyric corresponded rather to the Pyrrhic than to 
the Hyporchematic dauce. 

* Avot. Vit. Sophocl. 
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CHAPTER I. 


SECTION II. 
ZESCHYLUS. 


Et digitis tria tura tribus sub limine ponit. 
OVID. 


JEscuyits, the son of Euphorion, was born at Eleusis,! in 
the fourth year of the 68rd Olympiad (B.c. 525). In his 
boyhood he was employed in a vineyard, and, while engaged 
in watching the grapes, with his mind full of his occupa- 
tion, and inspired with reverence for the god of the vintage, 
felt himself suddenly called upon to follow the bent of his 
own genius, and contribute to the spectacles which had 
just been established at Athens in honour of Dionysus.? 


1 Vit. Anonym., given in Stanley’s edition of this poet, and the 
Arundel Marble. The invocation to the Eleusinian goddess, which he 
is made to utter by Aristophanes, may refer to the place of his birth : 

Anpntep, 7 Opévaca tiv euhv ppeva, 
Eivat we Tay cay akioy pvotnpiwy. Rane, 884. 

These lines would seem to show that he had been initiated into the 
mysteries, which is quite at variance with the defence which he set up 
when accused before the Areopagus. See Clem. Al. quoted below. 

2 “Edn 5 AioxvAos peipakioy ov Kabevdew ev aypG puAdcTwY CTadvAds, 
kal of Aidvucov emiotavta, KeAcDoa Tparywdiay Tolety. ws OE Hy Amepa 
(relOecOa1 yap ebeAcv) pGoTa dn Teipduevos Toely. odTOS mey TATU 
Zaeyev. Pausan. I. 21, 2. 

To this employment of the poet were probably owing the habits of 
intemperance with which he has been charged, and also his introduction 
on the stage of characters in a state of drunkenness. Athenzeus tells 
us (X. p. 428): Kal tov AicxtAov eye galyv by totro Siapaprdvew- 
mparos yap exeivos Kal ovx, &s Enol paciw, Evpimlins waphyaye thy Tov 
peOvdvtwy bi eis Tpaywdiayv. év yap Tos KaBelpois ciodyer Tovs wept Toy 
Idcova pedvovras. & 8 avtds 6 TpaywoioToids emote, TATA Tots Hpwaot 
mepicOnke’ peOtwy yooy eypade Tas Tpaywdlas’ bid Kal SopokdAjjs aire 
meupdmevos erevyev OT, °Q AicxvAce, ei Kal Ta S€ovTa moicis, aAd’ ody odK 
eidds ye motets’ &s iotopet Xauaidéws ev Tw wep) AicxvAov. The same 
observation of Sophocles is given in the same words, I. p. 22, and is 
probably taken, as Welcker suggests (Tril. p. 254, note) from Sophocles’ 
dreatise on the chorus. 
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He made his first appearance as a tragedian in B.c. 499,1 
when, as we have already stated, he contended with 
Cherilus and Pratinas. Nine years after this he dis- 
tinguished himself in the battle cf Marathon,? along with 
his brothers Cynegeirus and Ameinias, and the poet, who 
prided himself upon his valour more than upon his genius, 
looked back to this as to the most glorious action of his 
life.2 In 484 B.c. he gained his first tragic victory, and in 
480 B.c. took part in the battle of Salamis, in which 
Ameinias gained the dpioreia: he also fought at Plata. 
He celebrated the glorious contests which he had witnessed 
in a tragic trilogy, with which he gained the prize (472 B.c.).4 
After all that has been written on the subject,® we are of 
opinion that A’schylus made only two journeys to Sicily. 
The first was in 468 B.c. according to the express testimony 
of Plutarch ;° and took place immediately after his defeat 





This failing is also mentioned by Plutarch: kad tov Aioxdarov pact 
tpayydlas mivovta mote Kat Siabepuawduevov. Symp.t. 5; by Callis- 
thenes: of ydp, as Thy AicxdAov 6 Kaddiobévns pn mov, A€ywv Tas 
tpaywdlas ev olvw ypddew, ekopudvta Kat avabepuatvovta tiv Wuxi. 
Lucian, Encom. Demosth. ; and by Eustathius, Odyss. 6’. p. 1598. 

That he subsequently departed from his original reverence for the 
religion of Bacchus, we shall show in the text, and this was probably 
occasioned by his military connection with the Dorians, and the love 
which he then acquired for the Dorian character and institutions. 

1 Suidas in Aicx. 

2°Ev paxn ouvnywvicato Aicxvaos 6 momtys [er lly] dv AAATI. 
Marm. Arund. No. 49; Vit. Anonym. 

3 Pausan. Attic. 1. 4; Athenzeus, xtv. p. 627. In the epitaph which 
he is said to have composed for himself, he makes no mention of his 
tragedies, and speaks only of his warlike achievements : 

AicxvaAov Evooplwvos *A@nvatoy Téd€ KevOet 
Mvijua katapbiuevoy mupopdpoio TéAas. 

"AAKHY & evddxtwov Mapabovioy &Agos ay elrral, 
Kal Babuxaithes Mipbos émiotdpevos. 

* Gruppe thinks (Ariadne, p. 154) that the Prometheus was acted 
first at Syracuse, and afterwards at Athens, under the poet’s own 
superintendence: the Perseis, which we are here alluding to, first at 
Athens, and afterwards in Sicily. 

> By Bockh, de Grecx Tragediz Principibus, c. 1v. v.; Blomfield, 
Pref, Pers. pp. xvi. sqq.; Hermann, de Eumen. Choro, 1. pp. 155 sqq. ; 
Welcker, Trilogie, pp. 516 fol.; Lange, de Hschyli Vita, pp. 15 sqq. 

® Plutarch, Cimon, vit. 
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by young Sophocles, though it is difficult to believe 
Plutarch’s assertion, that he left Athens in disgust at this 
indignity. As, however, it is stated that he went to the 
court of Hiero,’ and brought out a play at Syracuse to 
please that king, who died in 467 B.c., he must, if he was 
at Athens to contend with Sophocles, have started for Sicily 
immediately after the decision; and he was then at Athens 
if Plutarch has given us correct information. He probably 
spent some time in Sicily on his first visit, as would appear 
from the numbers of Sicilian words which are found in his 
later plays.” The other journey to Sicily he is said to have 
made ten years after (458 B.c.), and for this a very sufficient 
reason has been assigned. In that year he brought out the 
Orestean trilogy; and in the Eumenides, the last play of 
the trilogy, showed so openly his opposition to the polities 
of Pericles and his abettor Ephialtes,? that his abode at 
Athens might easily have been made not only unpleasant, 
but even unsafe, especially as his fondness for the Dorian 
institutions, his aristocratical spirit, and his adoption of the 
politics of Aristeides, had doubtless made him long before 
obnoxious to the demagogues. 


He died at Gela two years after the representation of the 


1 °Annpe 5& eis ‘Iepwva thy SikeAtas tUpavvoy. Vit. Anonym. So 
Pausanias: Kal és Supaxovcas mpds ‘Iépwva AioxvaAos Kal Simeovldns 
éoTdAncay, I. 2. Also Plutarch: Kal yap kal odros [AioxvAos] eis 
SixeAlay amjpe kat Siuwvidns mpdtepov. De Exilio. 

* Ovx ayvoe Se, Sti of wept Thy SieeAlav karoixodytes Go XEdwpov 
KaAdovor Tov ovaypov. AiaxdAos yoy ev SopKicr, wapemd (wy Toy Tepréa 
TG ayply TovTw cut, pnoty 


“Edu & és &ytpov doxédwpos ds. 


“Ort Se AicxvAos, Statrpiwvas éy SireAlga worAAats KéexpnTac 
govais Siredats, ovdey Oavyacrdy. Athen. rx. p. 4028.—To the 
same effect Eustathius: Xpjots 5€ pacw aoxedHpov map AioxvAw dia- 
tplvavt: év SixeAla kad eidd7. Ad Odyss. p. 1872.—And Macrobius: 
“Tta et Dii Palici in Sicilia coluntur; quos primum omnium Aischylus 
tragicus, vir utique Siculus, in literas dedit,” &c., &. Saturnal. vy. 19. 

Some Sicilian forms are to be found in his extant plays: thus, 
meddpowos, Tedaixputor, Teddopo1, udoowr, na, &e., for werdpowos, wetalxusor, 
peTéewpor, melCwy, watep, &e. See Blomfield, Prom. Vine. 277, Gloss., 
and Bockh, de Trag. Gree. ¢c. v. 

3 See Miiller’s Humeniden, § 35 fol. 
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Orestea, i. e. in B.c. 456." It is said,” that an eagle having 
mistaken his bald head for a stone, dropped a tortoise upon 
it in order to break the shell, and that the poet was killed 
by the blow; but the story is evidently an invention, most 
unnecessarily devised to account for the natural death of a 
persecuted exile nearly seventy years old. 

Another reason has been assigned for Aschylus’ second 
journey to Sicily. It is founded on a statement, alluded 
to by Aristotle,? and given more distinctly by Clemens 
Alexandrinus and lian,* that Auschylus was accused of 
impiety before the Areopagus, and acquitted, as Ailian says, 
in consequence of the services of his brother Ameinias, or, 
according to Aristotle and Clemens, because he pleaded 
ignorance. Lustratius tells us® from Heraclides Ponticus 
that he would have been slain on the stage by the infuriated 
populace had he not taken refuge at the altar of Bacchus ; 
and that he was acquitted by the Areopagus in consequence 
of his brother Cynegeirus’ intercession. This reason for his 
second departure from Athens is quite in accordance with 
the former; for if he had incurred the ill-will of the people 
and the demagogues, nothing was more natural than that 

1 °A@ of AicxvAos 6 months, Bidoas &rn [AJATIIIII, ereAcdtyoev ev 
[Téa]e tis [Sc]eeAlas rn H[AJAAAAIII, a&pxovros *APhypot KadAtov Tod 
ampotéepov. Mar. Arund. No. 50. 

? Vit. Anonym. ; Suidas in XeAdvn pray; Valer. Max. rx. 2; Allian, 
Hist. Animal. vu. 16. 

3 Ethic. mt. 1: 6 5€ mpdrret, ayvohreev &y Tis ofov A€yovTés hacww 
ekmeceiv avtovs, 7) ove cidévan Ott amdppnta jv, domep AioxtAos Ta 
BUoTiKG, 

4 Aioxvaos (says Clemens) 7& wvorijpia em) oxnvijs ckermdy, év Apel 
mayo Kpilels obtws adeloOn, émideltas avtoy wh meuvnuevoy. Strom. U.— 
ilian tells the tale in a somewhat different way ; a more romantic one 
of course: AicxvAos 6 tpayedds explveto aocBelas emt tit Spauati. 
‘Eroluwy ody dvtwv ’APnvalwy, BddAdew abtody ALOols, "Auewlas 6 vedtepos 
adeAPss, Siakarvduevos Td iudriov eke Thy mixvv Epnuov ths xetpds. 
“Etuxe 5¢ apiotetwv ev Sadrapivi 6 ’Auewlas dmoBeBAnnas Tv xeipa, Kar 
mpatos “A@nvaiwy Tav apiotelwy EtvxXev. "Emel de eldov of Sikacta) Tov 
avdpos 7d waos, dmeuvicincay Ta Epywy adtod Kal adijKay Toy Aicxdaor. 
Var. Hist., v. 19. 

* In his commentary on Aristotle, loc. cit. fol. 40. He mentions the 
names of five plays on which these charges were founded, the Tofotides, 
the Tepeias, the Slcudos retpoxvaioths, the "Idryévera, and the Oidtrous. 
But we know nothing of the dates of these plays. Comp. Welcker, 
Tril. 106, 276. 
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he should have been made amenable to the same charges 
which a similar faction afterwards brought against Alci- 
biades.1 And there is something in the intervention of the 
Areopagus between the people and their intended victim, 
which may at once account for the attempt to overthrow it, 
which, we conceive, shortly followed this trial, as also for 
the bold stand which Aschylus made on behalf of that 
tribunal. 

There are great discrepancies respecting the number of 
plays written by Aischylus. ‘The writer of the life prefixed 
to his remains assigns seventy plays to him, Suidas ninety, 
and Fabricius more than one hundred. Of these only 
seven remain. 

The most remarkable improvements which schylus 
introduced into Tragedy are the following: he added a 
second actor, limited the functions of the chorus, and gave 
them a more artificial character: he made the dialogue, 
which he created by the addition of a second actor, the 
principal part of the drama:’ he provided his Tragedy with 
all sorts of imposing spectacles,* and introduced the custom 
of contending with Trilogies, or with three plays at a time. 
He seems also to have improved the theatrical costumes, 
and to have made the mask more expressive and convenient, 
while he increased the stature of the performers by giving 


1 Thucyd. vi. 53; Andocid. de Myster. Comp. Droysen, in the 
Rhein. Museum for 1835, pp. 161 fol. 

2 These first three improvements are stated by Aristotle, Poet. e. rv. 
16 (below, Part 11): nal 7é te tT&v bmoKpirGy TAGs e& Evds eis SVo 
mpa@tos AicxvAros Hyaye, Kal Ta TOD Xopod HAdtTwoe Kad Toy Adyoy Tpw- 
TaywviscThy mapeckevace. The first is given also by Diogen. Laert. 
Vit. Plat. : Ooms Eva broxpirhy ekedpev. . .kal Sedtepov Aicxvaos, The 


names of his two actors are given in an old life prefixed to one of the . 


editions. “Expjoaro 5€ troxpiti mpGtov uev KeAavopy. . .devtepoy ate 
mpdonve Midvickoy roy Xadnidéc, Hermann has made an extraordinary 
blunder with regard to the latter part of the quotation from Aristotle : 
he has actually supposed that mpwtayeviorhy is an epithet, though it is 
obyious from the position of the article that it is a tertiary predicate 
(Donalds. Gr. Gr. 489 sqq.), and is used tropically, just as Aristotle 
elsewhere uses xopnyeiv, &c., metaphorically. Compare Plut. Mus. 
p. 667, Wyttenb.: mpwraywicTovcns Tis momnoews, THY SF avAnTav 
imnpetotyTay Tois didarkdAois. 

3 “Primum Agatharchus Athenis, /schylo docente tragceediam, 
scenam fecit, et de ea commentarium reliquit.” Vitruy, Pref. Lib. va. 
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them thick-soled boots (dpBvAcx KdGopvo). In short he 
did so much for the drama, that he was considered as the 
father of Tragedy,’ and his plays were allowed to be acted 
after his death.* 

We shall find, in the remaining Tragedies of A‘schylus, 
most ample confirmation of what we have said respecting 


2 Post hunc [Thespin] persone palleeque repertor honest 
AXschylus, et modicis instravit pulpita tignis, 
Et docuit magnumque loqui, nitique cothurno.” 
Horat. Epist. ad Pis. 279. 


So Suidas: AicxvdaAos cipe mpoowmrela Sew nal xpduacr Kexpicpeva 
éxew Tovs tpayikots, Kat tas apBvAas, Talis Kadovmevas euBdraus, 
kexpjcba, ‘The Aristophanic Adschylus alludes to these improvements 
in the costumes. Ran. 1060. Compare Athen.1I. p. 21, and Philost. 
Vit. Apoll. v1. 11: écOhpact re mp@ros éxdounoey & mpdapopoy jpwol TE 
Kat jpwiow jnobjcia. Vit. Gorg. 1.9: éoOqrt te THY Tpaywdlay Kata- 
oKevdoas Kal dxpiBayte bYnAG Kal jpdav efSeow. There are many 
allusions to the apBvAa of the actors in the Greek Tragedians 
themselves, 

2 —"OGey *AOnvaior wmatépa pev aitoy THS Tpaywdias FyovrTo. 
Philost. Vit. Apoll. vi. 11. And thus the Chorus in the Ranz address 
him : 

"AAN & mpaTos Tay ‘EAAhvwv mupyéoas phuata ceprd, 
Kal koophoas tpayiKkdy Ajpoy. Vv. 1004. 


So Quintilian : “ Tragcedias primus in lucem Aéschylus protulit.” x. r. 

3 Rnddouv d€ Kal TeOveaTa eis Aroydoww. Ta yap Tov AicxvAov 
Wnpiwapevwy avediBdacketo, Kal évika ex Kawgs. Philostr. Vit. Apoll. 
yi. 11.—Also, Vit. Anonym.—Aristophanes alludes to this custom of re- 
exhibiting the dramas of Aschylus in the opening of the Acharnians, 
where Diczeopolis complains: 


GAN wduvhOny ETepoy ad TparywdiKdv, 

bre 5h Kexhvn mpocdoK@v Thy AiaxvAory, 

6 & dveimev: ‘eloay, & oyu, Toy xopdv’ Y.9 &e. 
Upon which the Scholiast remarks: tiwjs 5& peytorns érvxe mapa 
*AOnvatois 6 AicxvaAos, kal udvov avtod Ta Spduara Wndiopati Kows Kal 
pete Odvatov edidaoKero. ‘The allegation of the poet (Rune, 863): 


a © 4 > Ly / 
Ort 7 Totnes ovXL cuyTEbynKE pot, 


is also supposed by the Scholiast to refer to this decree. Quintilian 
assigns a very different reason for this practice, when, speaking of 
aschylus as ‘ rudis in plerisque et incompositus, he goes on, ‘ propter 
quod. correctas ejus fabulas in certamen deferre posterioribus poetis 
Athenienses permisere, suntque eo modo multi coronati.”? x. 1. What 
pi iy he had for such an assertion does not now appear.” Former 
Editor. 
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his political opinions, and also of Ciccro’s statement, that 
he was a Pythagorean.1 Even the improvements which 
are due to him are so many proofs of his anti-democratical 
spirit. For though he seems to have first turned his 
attention to the drama, in consequence of his accidental 


connection with the country worship of Bacchus, yet in all | 


his innovations we shall detect a wish to diminish the choral 
or Bacchic element of the Tragedy, and to aggrandise the 
other part, by connecting it with the old Homeric Epos, the 
darling of the aristocracy: indeed he used to say himself, 
that his dramas were but dry scraps from the great banquets 
of Homer,? and it was owing to this that he borrowed so 
little from the Attic traditions, or from the Heracleia and 
Theseis, of which Sophocles and Euripides afterwards so 
freely availed themselves. We have another proof of his 
willingness to abandon all reference to the worship of 
Bacchus in his way of treating the dithyrambic chorus, 
which the state gave him as the basis of his Tragedy. He 
did not keep all this chorus of fifty men on the stage at 
once, but broke it up into subordinate choruses, one or 
more of which he employed in each play of his Trilogy.* 
Even his improvement of the costume was a part of the 
same plan; for the more appropriate he made the costumes 


1 “ Veniat Aischylus, non poeta solum, sed etiam Pythagoreus; sic 
enim accepimus.” Cicero. Tusc. Disp. 1. 9. 

“In philosophical sentiments, Auschylus is said to have been a 
Pythagorean. In his extant dramas the tenets of this sect may occa- 
sionally be traced; as deep veneration in what concerns the gods, Agam. 
360; high regard for the sanctity of an oath and the nuptial bond, 
Eumen. 208; the immortality of the soul, Choéph. 320; the origin of 
names from imposition, and not from nature, Agam. 683; Prom. V. 85, 
852; the importance of numbers, Prom. Vinct. 457; the science of 
physiognomy, Agam. 769; and the sacred character of suppliants, 
Suppl. 342; Hum. 226.” Former Editor. 

Comp. a paper in the Class. Journal, No. xx11. pp. 207 fol. “Cn the 
Philosophical sentiments of A’schylus.” 

2 Athen. Vil. p. 347E: T& Tov Kadod kal Aauwrpod Aicx¥Aou os Tas 
abrod tpaywdias Teudxn elvar EAeye TG ‘Ounpov peyadrov Selrvwv. 

3 See Welcker, Trilogie, p. 484. In style and representation, however, 
Sophocles was much more Homeric than Aischylus, who probably paid 
attention only to the mythical materials in general, and according te 
their Epic connection. Trilogie, p. 485. 

4 See Miiller’s Humeniden, near the beginning of the first essay. 
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of his actors, the farther he departed from the dresses worn 
in the Bacchic processions; which, however, to the last 
kept their place on the tragic stage.’ And may not the 
invention of the Trilogy have been also a part of his attempt 
to make the Adyos, or theatrical declamation,’ the principal 
part in his tragedy (zpwraywvorys)? We think we could 
establish this, if our limits admitted a detailed examination 
of the principles which governed the composition of an 
Aischylean Trilogy :* at present we shall merely suggest 
that the invention of a zpodoyos and a pjous, attributed to 
Thespis, points to two entrances only of the Thespian actor ; 
and that the zpiroyia, in its old sense, may have been 
criginally a zpddoyos, and two Adyou or pyoes, instead of 
one; consequently, an increase of business for the tzoxpurys. 
Now, when Aischylus had added a second actor, each of 
these Adyor became a didAoyos, or dpdéya: and it would be 
natural enough that Aischylus, if he had the intentions 
which we have attributed to him, should expand each of 
these diaAoyou into a complete play, and break up the chorus 
into three parts, assigning one to each dialogue, and sub- 
ordinating the whole chorus to the action of the piece. 
There is something in favour of this view in the probable 
analogy between the first piece of a Trilogy and the prologue 
of Thespis, which we consider to have been certainly of less 
importance than the fos. “It is credible,” says an in- 
genious writer,* ‘that when the new Trilogy first came 
out, only the middle piece received an accurate dialogical 
and dramatic completion; whereas, on the contrary, the 
introductory and concluding pieces were less removed from 
the old form, and besides remained confined to a more 
moderate compass.” This is borne out by all that we know 
of the earlier Trilogies of Alschylus, in which the first play 
has generally a prophetic reference to the second; and the 


1 Thid. § 32. 

? That this is the meaning of Adyos, in the passage of Aristotle, is 
sufficiently clear; for Aoyetov was the stage on which the actor as 
distinguished from the chorus, performed. 

3 Welcker has done a great deal towards setiling this question 
xsthetically (Trilogie, pp. 482—5 40). 

* Gruppe, Ariadne, p. 147; compare Welcker, Trilogie, p. 49¢. 
Hermann (Opuse. u. p. 313) admits this of the musical importance. 

. I 
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third, though important in a moral and religious point of 
view, is little more than a finale,! whereas all the stirring 
interest is concentrated in the Middle Tragedy: zavri péow 
TO Kpatos @ds Gracey, say the chorus in the Eumenides, and 
this principle is the key as well to the trilogy of Adschylus 
as to the morals of Aristotle. Besides, the leading dis- 
tinction between the Alschylean Tragedy and the Homerie 
Epos is, that the latter contains an uninterrupted series of 
events, whereas the former éxhibits the events in detached 
groups.? In this also we are to seek for the relation sub- 
sisting between the drama of Aischylus and the plastic arts, 
of which he was always full, to which he often alludes,? and 
which perhaps he practised himself+ Now, in all ages of 
art the pyramidal group has been considered the most 
beautiful: the reader need only recall to his mind the 
fHiginetan pediment, the Laocoon, and the most beautiful 
of Raphael’s pictures ; for instance, the upper part of the 
Transfiguration, the Sistine Madonna, and the Mater pulcre 
dilectionis. It may have been the object of Aschylus to 
realise this. But as he always subjoined a satyrical drama 
to the three Tragedies, and was very eminent in that species 


1 See Welcker, Tril. pp. 491, 492. 
2 Tbid. pp. 486 foll. 
* For instance, Agamem. 233: mpérovod 0 as ev ypaais. 
405: evudppwr S¢ kodAoccay 
exOerar xapis avopl. 
775: Kapr aropovows io0a yeypaupevos. 
Eumen. 50: €iddv wor’ Hin divéws yeypaumevas 


béyKkovot. © ov TAaGTOICL Hucid- 
paow. 
284: tTlOnow dpbdy 7) Katnpedh moda. 
(Comp. Miiller, Zumeniden, p. 112). 
Supplices, 279: Kumpuos Xapakthp 7 ev yuvairelos 
TUToLs 
cikos méwAnkta Textéywy mpds ap- 
oevor, 
458: véo.s mivats Bpérea koounoc TAbe. 


4 This is implied in the improvements which he made in the masks, 
dresses, &e. 
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of composition, he must have aimed, in his Trilogies, rather 
at internal symmetry than at external completeness. 

But, in addition to all these evidences, from the general 
form of the Tragedies of A’schylus, of a Dorian spirit 
warring against their once Dorian element, the chorus; 
there is no lack of passages in his plays which point directly 
to his fondness for the Dorians* and for Aristeides,? and 
which show that the maxims of Solon were deeply engraved 
on his memory.* It is also highly interesting to trace m 
his few remaining Tragedies the frequently occuring allusions 
to his military and other public employments. For as we 
easily detect in the writer of the Divina Commedia the 
stern Florentine, who charged in the foremost ranks of the 
Guelfian chivalry at the battle of Campaldino,® so may we 
at once recognise, in the tone of Aischylus’ Tragedies, the 
high-minded Athenian, the brotker of Ameinias and Cyne- 
geirus, whose sword drank the blood of the dark-haired 
Medes at Marathon and Salamis. His poems are full of 
military and political terms;® he breathes an unbounded 
contempt for the barbarian prowess,’ and he introduces 
on the stage the grotesque monsters whose images he had 


1 As the trilogies were acted early in the year, it is probable that the 
night began to close in before the last piece and the satyrical drama 
were over. This may account for Prometheus, the fire-kindler (which 
was probably a torch-race, Welcker, Tril. pp. 120, 507), being the 
satyrical drama of the Persezs ; for the torch-procession at the end of 
the Eumenides, and for the conflagration at the end of the Troades. 
Comp. Gruppe, Ariadne, p. 361. 

2 Comp. Pers. 179, 803 5 See Miiller, Hwmeniden, § 138. 

* The following is one of many passages in which the words of Solon 
are nearly repeated by Aischylus. 

Solon, p. 80, Bach: 

TAovTOU & obdty TEepua Tepacmevor avdpacr Keira: 
ol yap viv jay mAEiorov Exovet Bloy 
SiumAdo.ov omevdovor Tis by Kopemetey GmayTas; 

Agamemn. 972: pdda yap To Tas TOAAGS byrelas 

a&kdpeorov Téppa. 

5“ Tn quella battaglia memorabile e grandissima, che fu a Campaldino, 
Tui giovane e bene stimato si trovo nell’ armi combattendo vigorosa- 
mente a cavallo nella prima schiera. Aretin. Vita di Dante, p. 9. 

6 We allude to such phrases as waxdpwv rpvtavis, BaoiAns Slorot, 
oTpaTias Epopot, pirduaxor BpaB7s. 

7 For instance, in the Supplices, 727, 8, 930 sqq. 
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often seen among the spoils of the Persians.! Even his 
high-flown diction is a type of his military character, for 
many of his words strike on the ear like trumpet-sounds. 
The description given of his language by Aristophanes is 
so vivid, and at the same time so true, that we must en- 
deayour to lay it before our readers in an English dress. The 
chorus of initiated persons is speaking of the prospect of a 
contest between AEschylus and Euripides ; they express their 
expectations thus :* 


Surely unbearable wrath will rise in the thunderer’s bosom, 
When he perceives his rival in art, that treble-toned babbler, 
Whetting his teeth: he will then, driven frantic with anger, 
Roll his eye-balls fearfully. 


Then shall we have plume-fluttering strifes of helmeted speeches, 
Break-neck grazings of galloping words and shavings of actions, 
While the poor wight averts the great geniusmonger’s 
Diction high and chivalrous. 


Bristling the stiffened mane of his neck-enveloping tresses, 
Dreadfully wrinkling his brows, he will bellow aloud as he utters 
Firmly rivetted words, and will tear them up plankwise, 
Breathing with a Titan's breath. 


Then will that smooth and diligent tongue, the touchstone of verses, 
Twisting and twirling about, and moving the snaffle of envy, 
Scatter his words, and demolish, with subtle refinement, 
Doughty labours of the lungs. 


In addition to the many other allusions to nautical 
matters in Aischylus, the importance which he attaches to 


1 Aristoph. Ran. 937: 
ovX immadcntpudvas, wa AP, ovdé TpayeAdgous Emep ov, 
&y Tole. mepimeTacpacw Tois Mndikots ypapouvow. 

2 Aristoph. Ran. 814. It may be as well to remind the student that 
fischylus is here compared to a lion, Euripides to a wild boar. Great 
contempt for Euripides is expressed in 1. 820, in the opposition of 
g@wtés applied to him, to avdpés applied to Aischylus ; 1. 824 intimates 
the difficulty of pronouncing the long words of Aischylus, which are 
afterwards compared to trees torn up by the root, as opposed to the 
twigs and branches with which the rolling-places were generaily 
strewed. (g04.) 

Toy 8 avacravr adtompéeuvois 
Tots Adyoww 

é€umecovTa cuoiredav moA- 

Ads GAwdnOpas emer. 


ZSCHYLUS. 117 


Zeus Soter, the god of mariners, is of itself a sufficient 
indication of his seafaring life. 

Though Aischylus does not seem to have had much relish 
for the Dionysian rites or for an elementary worship of 
Bacchus, he was a highly religious man, and strongly attached 
to the Dorian idolatry, on which Pythagoras tounded his 
more spiritual and philosophical system of religion.” 

Té is an established fact, that Aischylus borrowed, in his 
later days, the third actor, and the other improvements of 
Sophocles. The time at which he adopted the modifications 
introduced by his younger contemporary is of importance 
with reference to the chronological arrangement of his 
extant plays, which it is our next business to consider. 

Although it is certain that A%schylus exhibited his 
Tragedies in tetralogies or connected sets of three with a 
satyrical after-piece, we have only one of his trilogies, the 
jatest of them, and the satyrical dramas are altogether lost. 
The other four plays which have come down to us seem to 
have been the center-pieces of the Trilogies to which they 
belonged. No one of them can be referred to the first 
twelve years of his dramatic career. But three of the four 
exhibit his Tragedy in its original form, with only two 
speaking persons on the stage; one of them, in the opinion 
of some critics, leaves it doubtful whether he had as yet 
adopted the Sophoclean extension of the stage-business ; 
and the three constituting his Trilogy of the Orestea give us 
the Greek Tragedy in the fullest development to which it 
ever attained. 

1 See Miiller, Hwmeniden, § 94 foll. It appears to us, from the fact 


mentioned by Strabo (1x. p. 396), that there was a temple of Zeus Soter 
on the shore of the Peirus, and from the words of Diphilus (Athen. 
p. 229 B): 

id rodrov bréuvt? (we would read brévuz) cdObs exBeBnkdra, 

Thy Sekiay éveBarov euvnodnv Ards 

Zwrijpos, 
that this Zeus Soter was the god of mariners, to whom they offered up 
their vows immediately on landing. Comp. Agamemn. v. 650: Téxn 
dt cwrhp vaiy OéAavo’ epéCero, and see our note on Pindar, Olymp. vu. 
20 8qq. p. 54. 

2 See Miiller, Eumeniden, u. s. and elsewhere; and Klausen’s Theo- 

logumena AischyliAnd in connection with the remarks on Aschylus’ 
love of sculpture, see above, p. 25, note 1. 


LLS ZESCHYLUS. 


The earliest extant play of Aischylus seems to have been 
the Perse. It is expressly stated that the tetralogy, to 
which it belonged, and which consisted of the Phineus, the 
Perse, the Glaucus Potnieus, and Prometheus Pyrcceus, was 
performed in the archonship of Menon, B.c. 472.1 The 
direct reference to the great events, which had taken place 
some seven years earlier, places the Perse in the same 
category with the MiAyrov “AAwors of Phrynichus ; but while 
the latter commemorated a grievous disaster, Alschylus 
celebrated glorious victories, and he was enabled, as we may 
infer from the names of the other plays in the Trilogy, to~ 
connect tliese topics of contemporary interest with a wide 
field of mythology and vaticination. The Phineus, who 
gave his name to the introductory drama, was the blind 
soothsayer, who predicted to the Argonauts the adventures 
which would befal them in that first attack upon Asia by 
the Greeks, and it would be easy for the+ poet to interweave 
with this a series of prophecies referring to the glorious 
overthrow of the counter-expedition of Xerxes. The scene 
of the extant play, which forms the center-piece of the 
Trilogy, is laid at Susa, where the Queen-dowager Atossa, 
prepared for coming disaster by an ominous dream, receives 
trom a Persian messenger the details of the battle of Salamis, 
and of the retreat of the defeated army across the Strymon. 
After this the shade of Darius appears, and predicts the 
battle of Platza. The piece concludes with the appearance 
of Xerxes himself ina most unkingly plight, and he and 
the chorus pour forth a xéupos or dirge, deploring the sad 
consequences of his attempt to subjugate Greece. The third 
play was called Glaucus, and the didascalia states that it was. 
the Glaucus Potnieus. There was also another play of 
ZAschylus called the Glaucus Pontius, and some scholars 
have contended that this was the third Tragedy in the 
Trilogy under consideration.” We cannot recognise the 
necessity for such an alteration of the document as it has 
come down to us; for there is no more difficulty in con- 


1 Argument. Pers.: én Mevwves tpayydayv AicxvaAos eévika biel, 
Teépoats, TAavKw Morvie?, Mpounber. 

2 Welcker, Tril. pp. 311 sqq. 471; Nachtrag, p. 176; Miiller, Hisé. 
Gr. Tit. 1. p. 425. 
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necting the Gdaucus Potnieus with the Perse than there is 
in establishing a correspondence of plot between the latier 
and the Glaucus Pontius. It is sufficient to remark that the 
apparition of Darius was evoked for the purpose, as it seems, 
of predicting the battle of Platea (vv. 800 sq.). Now 
Potniz was on the road from Thebes to Platzea,! and the few 
fragments of the play called Glaucus Potnieus certainly do 
‘not authorize us in denying that some of the many legends, 
of which Potniz was the traditionary home, might have been 
brought into connection with the battle of Platewa. The 
incident in the fate of Glaucus himself, namely, that he was 
torn to pieces by his own steeds, is undoubtedly referred 
to in one of the fragments;* and when we remember the 
dream of Atossa, and how Xerxes is overthrown by the 
visionary horses which he yokes to his chariot,’ it is quite 
conceivable that some prophetical inferences may have been 
drawn from the downfall of Glaucus in the chariot-race at 
the funeral games of Pelias.* In any case, it is clear that the 
Perse with its contemporary references stood between two 
plays which derived their names and probably their action 
and circumstances from the mythical traditions of ancient 
Hellas, With regard to the Perse itself, it has been well 
remarked ° that ‘in this instance the scene is not properly 
Grecian ; it is referred by the mind to Susa, the capital of 
Persia, far eastward even of Babylon, and four months’ 
march from Hellas. Remoteness of space in that case 
countervailed the proximity in point of time; though it 
may be doubted whether, without the benefit of the su- 
pernatural, it would, even in that case, have satisfied the 
Grecian taste. And it certainly would not, had the reference 
of the whole piece not been so intensely Athenian.” 

The next in point of date of the extant plays of Alschylus 
was the Seven against Thebes, which is stated to have been 


1 Pausan. rx. 8; Strabo, p. 409. 

2 e. g. Fragm. 30; see Hermann, de Aschyli Glaucis, Opuse. 1. p. 63. 

* Pers. 18t. 

* Pausan. VI. 20,§ 19. As tapdtimmos, Glaucus may have been ser- 
viceable according to Greek superstition in the defeat of the cavalry of 
Mardonius. 

5 De Quincey, Leaders in literature and traditional errors affecting 
them, p. 66. 


. 
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acted after the Perse,} but must have appeared in the life- 
time of Aristeides, who died not later than B.c. 468. For 
the beautiful verses respecting Amphiaraus were considered 
at Athens to refer to that upright statesman.” This play, as 
Aristophanes makes its author call it, was truly full of war- 
like spirit,° but its construction is eminently simple. The 
dialogue is mainly sustained by Eteocles, the young king 
of Thebes, who receives intelligence of the seven champions 
about to attack the seven gates of his city, and appoints a 
warrior to meet each of them, reserving his brother Poly- 
neices for himself. The play ends with an announcement 
of the victory of Thebes ; and Antigone and Ismene, in con- 
junction with the chorus, pour forth a lament over their two 
brothers who have fallen in the fratricidal strife. Antigone, 
in particular, declares her resolve to bury Polyneices in 
spite of the prohibition of the Theban senate (1017), And 
while the first play of the Trilogy, probably the Gidipus, 
must have developed the circumstances leading to the 
paternal curses, to which Eteocles makes such emphatic 
reference at the beginning of the Seven against Thebes (y. 70), 
the fate of Antigone must have been introduced into the 
last play, no doubt the Eleusinians, the main topic of which 
was the interference of Theseus to procure the burial at 
Eleuthere and Eleusis of the Argives who fell before 
Thebes.* 


1 Aristophanes says (Ran. 1058): eira d:ddtas Mépras peta TovTo, 
speaking of the Seven against Thebes, but the Schol. informs us: 7d 6é 
eita kal To weTa TOUTO, od OéAovVoL akove mpds Tas SidacKaAlas, GAA’ 
év ism TG kal TovTO edidata Ka TO Erepov. And again (ad v. 1053): of 
Tlépoa: mpdtepoy Sedidaypevor cicly: eita of Eta eri O7Bas. 

2 Plut. Apophthegm. Reg. p. 186 B (739 Wyttenb.): AicxvAov morh- 
caytos eis "Audidpaov: 

ov yap SoKeiy &piotos GAN’ elvar O€Aci, 
Babetay &%Aoka 51a dpevds Kkapmovmevos, 
ap js Ta Kedvd BAagrdver BovAcvuata 


Kal Aeyouévwy ToUTwY mayTes eis *Apioreldny ameBAcVay. 

3 Ran. 1054: dpaua momnoas “Apews peordv, 

4 Plutarch, Thes. c. 29: cvvérpate 5 (Onoeds) Kal "Adpdorm thy 
avalpecww Tav bmd TH Kaducia mecdvtwy, ovxX, as Evpimlins emotnoey év 
tpayedla, waxn Tov OnBalwy Kparhoas, GAAG weloas Kal omeodpueEvoS. . . 
Tapa 5 Tay wev ToAAGY ev ’EAevOepais Selxvuvtat, Tay SE jryeudvev mepr 
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The most contradictory opinions have been maintained 
respecting the chronology of the Prometheus. For while one 
critic contends that it is the oldest of the extant plays of 
AXschylus, and was exhibited soon after Ol. 75, 2, B.c. 478,} 
another eminent scholar says that it “was in all probability 
one of the last efforts of the genius of Aschylus, for the 
third actor is to a certain extent employed in it.”? The 
reason alleged for this late date of the play—namely, the 
assumed employment of a third actor—falls to the ground 
when we adopt the probable supposition * that Prometheus, 
who does not speak during the dialogue between Vulcan 
and his coadjutor, Strength, was represented by a lay figure 
attached to the rock scenery, behind whose mask the prot- 
agonist spoke during the rest of the play. The reasons 
which induce us to take a middle course between these con- 
flicting opinions and to place the Prometheus third among 
the extant plays of Aischylus are briefly as follows. The 
references to Sicily, the Sicelisms of the language, and the 
covert allusions to Sicilian affairs, especially the description 
of the great eruption of Aitna,* seem to point to an epoch 
subsequent to the poet’s first visit to Sicily in B.c. 468. On 
the other hand, the sarcastic allusions to tyrants and cour- 
tiers’ are not likely to have appeared in a play acted in 


*EAevoiva, Kal TovTO Oncews “Adpdoty Xapicapévov. KaTapaptupovar Se 
tev Evpinldov ‘Iketidwy of AirxvAov "EAevoino, év ois Kal tadta Acywr 
6 @nceds merolnra. 

1 G. F. Schémann, des Zschylos gefesselter Prometheus, pp. 79 sqq. 

2 Miller, Hist. Gr. Lit. 1. p. 432. 

2 Welcker, Tril. p. 30; Hermann, Opusc.11. p. 146; ad. Zisch. p. 55. 
It is curious that Schémann, who argues for the oldest date of the 
Prometheus, disallows this supposition, and imagines that one of the 
choreutz took the part of the third actor (u. s. pp. 85 sqq.). Such a 
parachoregema cannot be imagined in the very earliest days of the Greek 
Drama. 

4 vy. 367 sqq.: evOev Expayhcovrat more 

moTamol mupos Sdmrovres ayplais yvdbo.s 
Tis KahAtKaprov SikeAlas Aevpods yuas. 
It is true that this eruption took place p.c. 478, but the description 
points to a recent view of the effects rather than to a recent hearsay of 
the fact. For the Sicelisms in the Prometheus see Blomfield’s Gloss. 277. 
And for allusions to Hiero’s affairs, see Droysen’s Translation, p. 568. 
5 See €. g. 917: c€Bov, mpocedxou, OGmT« Thy KpatodyT’ Gel. 
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Sicily, or indeed during the life-time of Hiero, and this con- 
sideration will induce us to place the Tragedy after B.c. 467. 
But it seems reasonable to conclude that the elaborate de- 
scription of the subject of another Trilogy! would hardly have 
been put into the mouth of Prometheus if that series of 
plays had been already acted. And as we shall see that the 
Supplices, the center play of the Trilogy about the daughters 
of Danaus, must have been performed about B.c. 461, we 
must place the Prometheus at some time between that date 
and the poet’s return from Sicily. If we must fixa particu- 
lar date, we can suggest none better than the year B.c. 464, 
when the news would reach Athens that Themistocles had 
entered the service of the Persian king.” The warrior of 
Marathon and Salamis, and the friend of Aristeides, would 
at such a time with peculiar force utter that abomination of 
treason, which the poet puts into the mouth of his chorus.® 
This noble Tragedy, the Prometheus bound, which exhibits 
Prometheus fettered to the mountain side, but still defying 
the power of Jove and refusing to divulge the oracle of 
Themis, on which the continuance of that power depended, 
was preceded by Prometheus the fire-bringer, in which the 
labours of Prometheus on behalf of mankind were fully ex- 
hibited, and was followed by Prometheus unbound, in which 
Prometheus is released by Hercules and reconciled to Jove, 
to whom he now discloses the prophecy that Thetis would 
give birth to a son more powerful than his father, and so 
releases him from the consequences of his intended marriage 
with that sea-goddess. 

The remaining single play, the Suppliants, belonged to a 
trilogy, which some have called the Danais, and which un- 
doubtedly related to the wholesale murder of 49 of the 50 
sons of Aigyptus on their marriage-night. The first play, 
which is supposed to have been the Agyptians, represented 
of course the circumstances which led to the flight of Danaus 


1 Cf. vv. 830 sqq., with the Supplices as it stands. 
2 Themistocles arrived in Persia soon after the death of Xerxes in 
B.C. 465, during the influence of Artabanes. Sce Clinton, F. H. 1, p. 40. 
3 1048 sqq. Tovs TpoddTas yap piceiv Euabor, 
KovK €oTt véoos 
THod Hvrw amémtvoa maaddropv. 
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and his 50 daughters from Egypt. The Suppliants exhibits 
the exiles seated before a group of altars at Argos, and shows 
how they were received by King Pelasgus and his people, 
and how the attempt of the Egyptian herald, to carry them 
back to Egypt by force, was resisted by the hospitable 
Greeks. In the last play, called the Danaides, Aschylus 
must have detailed the feigned reconciliation of the two 
brothers, the marriage of their two progenies, and its fatal 
consequences." ‘There is reason to believe that the piece 
ended, like the Eumenides, with a formal trial, or rather 
with two trials. Onthe one hand, it seems clear that the 
49 homicidal daughters, together with their father, who 
instigated the deed, were publicly tried at the suit of 
figyptus ;” and the feeling with which the poet regards 
their case in the Suppliants,> leaves it hardly doubtful 
that they were acquitted on the ground that they had no 
other means of escaping the incestuous marriage forced 
upon them by Aigyptus.* But if they were justified, Hyperm- 
nestra must have been culpable, and there seem to be 
good grounds for the inference that she was rescued from 
the dilemma by the intervention of Venus, who is known to 
have appeared in the play® and to have claimed a part of 
the blame for the universal iuepos, to which Hypermnestra 
yielded when the love for Lynceus made her disobey her 
father.6 Whether the play introduced any reference to the 
device of a foot-race to determine the re-marriage of the 


1 See Hermann’s paper, de Zischyli Danaidibus, Opuse. 1. pp. 319 sqq. 
* Eurip. Orest. 862: 
ov gaol mparov Aavady Alydar@ Sixas 
di8dv7? aPpoica Aady és Kowas Edpas. 
3 Suppl. 38: mpiv mote A€ktpwv Gv Ogurs cipyer 
opetepiiduevoy matpadcApelay 
The aeKdvTwy émiBivat. 
4 Hermann, Opusc. u. p. 330. 
5 Athen. p. 600 A: Kal 6 ceuvdtatos Aicxddos ey tats Aavalow abthy 
Taparyer Thy Adpoditny Acyoucay" 
€p& piv ayvds ovpavds tp@ca XOdrx, it.7.A. 
TaVS ey® TapaiTios. 
® Prom. 864: play 5 maldwy tuepos O€AEer Td pi) 
KTEtVaL OUVEUVOY. 


124 ZESCHYLUS. 


homicidal widows,! there is no means of deciding. It is re- 
markable that the same verb is used in the Supplices to 
denote the assignment of a handmaiden to each of the 
ehorus,” and in the story of the mythographer, to denote the 
assignment of a husband to each of the 50 cousins. With 
regard to the former circumstance, we are not to suppose 
that a crowd of 100 dancers appeared in the orchestra or on 
the stage. But as the chorus was probably the same in all 
three plays, and as reference is made to the number of 504 
it is not improbable that the whole number of choreute may 
have been employed in each play, some of them sustaining 
the action on the stage, and others executing dances in the 
orchestra. The date of this Trilogy is approximately deter- 
mined by distinct references in the Suppliants to amicable 
relations between the popular party at Argos and the 
Athenians,® and to the anticipated results of a conflict be- 
tween Greeks and Egyptians.° And as the war with Egypt 
began in B.c. 462, and the alliance between Athens and 
Argos came into operation in B.c. 461, we may fix the latter 
year for the performance of this Trilogy.’ 

In these separate plays we see no traces of the employ- 
ment of a third actor. It has been shown already that a 
simple expedient would enable two actors to perform the 
introductory scene of the Prometheus. Even in the Supplices 
the Protagonist had only to play Danaus and the Egyptian 
herald, and the Deuteragonist had no character to sustain 


1 Pind. rx. Pyth. 116; Apollodor. 1. 1, 5, § 12. 
2 Suppl. 984: rdocecbe, plra duwides, ottws 
as ép éxdotn diekANpwacev 
Aavads Oepamovtibda pepyny. 
3 Apollod. 1. 1, 5, § 1: dmoAdye: Tovs yduous Kal SiexAtjpou Tas Képas. 
4 Prometh. 855; Suppl. 316. 
5 Suppl. 699: pvddooo timloior Timas 
To Shuwov, To wrdAw KpaTvvel, 
mpouadeds 7 evKowduntis apxa 
Eévoist 7 cvtvuBdAous mply eEowAlCew “Apn, 
Sikas Urep myudtwy didotev. 
6 Of. 761: BuBAov de Kdpros ob viKG oTAxXUV. 
953: HAN Upoevas To THadE Vis oiK7Topas 
eipnoer’, ov mlvoytas ex KpiOav edu. 
7 Miller, Ewmeniden, p. 125. 
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except Pelasgus. And yet in the complete Trilogy, the 
Orestea, which is known to have been acted in B.c. 458,! and 
which has many dramatic features in common with the 
Trilogy to which the Supplices belonged, we have the three 
actors in every play. We do not of course know whether 
this extended machinery was employed in any earlier play, 
which is now lost. But it seems reasonable to conclude, 
_ from the specimens which we have, that Adschylus did not 
borrow this most characteristic improvement of his rival 
Sophocles till quite the close of his own dramatic career. 
And it is just possible that the Orestea may have been the 
first and last example of this condescension to the estab- 
lished fashion at Athens. In a subsequent chapter we will 
fully analyse the structure of this great effort of the genius 
of Aischylus, and will endeavour to indicate all the details 
of the stage business.” Here it will be sufficient to call at- 
tention to the connection of the Trilogy with the political 
principles of Aischylus. The four separate plays are, as we 
have seen, the middle pieces in the Trilogies to which they 
belonged. But the extant Trilogy makes everything work 
up to the final Tragedy. Clytewmnestra kills her husband 
on the plea that he had slain Iphigenia, but really because 
she had conspired with Aigisthus to usurp his throne. She 
is Lady Macbeth and Queen Gertrude of Denmark both in 
one. Having been guilty of this homicide, she ought, accor- 
ding to Greek usage, to have gone into exile, and thisis the 
doom pronounced upon her by the senators of Argos.2 This 
sentence she sets at nought, and reigns at Argos in spite of 
the laws of God and man. Outraged religion, then, speaking 
by the voice of Apollo, orders the son of Agamemnon, as 
the proper avenger of blood, to put her and Agisthus to 
death. It is clear that this command, rather than any vin- 
dictive feeling, is the influencing motive with Orestes; and 
therefore when the Hrinyes, as the avenging goddesses, who 
alone could prosecute Orestes, he being legally justified, 


1 Argum.: e6:d¢x0n Td Spaua em &pxovtTos SiroKA€ous dAvwmidde 7’ 
ere B mp@ros Aiox. ’Ayau. Xonp. Evpev. Wpwre? carupicg’ exopiyes 
EevokAjjs “Agidvevs. 

” Book 1. chapter m. 3 Choéph. 900 sqq. 
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demand his punishment, Apollo, with the sanction of Zeus, 
pleads his cause before the Areopagus at Athens; and while 
his human judges, by an equality of votes, neither acquit nor 
condemn him, Athena, or divine wisdom, who was also the 
divine patroness of Athens, gives a casting vote in his favour, 
and at the same time appeases the Eumenides by promising 
them a perpetual seat in the Areopagus, where every one 
who owned himself guilty of homicide would be ipso facto 
condemned, without any liberty of pleading, as Orestes had 
done, excuse or justification. ‘This seems to have been in ac- 
cordance with the practice of that venerable tribunal; whereas 
the Ephetz, when they sat at the Delphinium, or temple of 
Apollo, the justifying advocate of Orestes, took cognisance 
of those cases of admitted homicide which were defended on 
some valid plea of justification; and when they sat at the 
Palladium, or temple of Athena,—the presiding judge who 
acquitted Orestes,—they took cognisance of those cases of 
homicide, in which an accident or absence of malicious in- 
tention was pleaded by the culprit.1. Now at the time when 
the Orestea was acted, the Areopagus, which, besides its 
judicial functions, was an oligarchial tribunal exercising an 
authority not unlike that of the censors at Rome, and 
which especially claimed the right of passing sentence on 
charges of impiety (do¢Geia), had just been reduced to its 
jurisdiction in homicide by Pericles and his partisan 
Ephialtes,’ who not only objected generally to its senatorial 
power, but had reason to fear its becoming an instrument of 
the Lacedemonian party in mooting that charge of inherited 
sacrilege which was always hanging over the head of the 
great democratic leader. Whether Aischylus, both by his 
favourable reference to the Argive alliance, which was formed 
at this time,* and by his prediction of the perpetuity of the 
remaining privileges of the Areopagus, endeavoured to 
conciliate the hatred of the contending factions,® or whether 
he was engaged with Cimon in an attempt to rescind the 


1 Grote, Hist. Gr. m1. pp. 103 sqq. 

2 Thirlwall, Vol. rv. pp. 22 sqq. 3 Td. p. 24. 
4 7, e. in the year before the Orestes was acted. 

5 Grote, Hist. Gr. V. p. 499, note. 
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measures of Pericles and Ephialtes, which led to the os- 
tracism of Cimon! and to the retirement of A’schylus from 
Athens, can perhaps hardly be determined with any certainty.” 
There can be no doubt, however, of the reference of the 
Eumenides to these contemporary incidents in the history 
of Athens. 


1 Plutarch, Cimon, c. 17. 

? Miiller’s opinion, Humenid. § 35 sqq., that the criminal jurisdiction 
of the Areopagus was taken away by Ephialtes, is controverted by 
Thirlwall and Grote. 


(une) 


CHAPTER. I. 


SECTION III. 
SOPHOCLES. 


Tév oe Xopots péAfayta Soporrea, maida SopidaAov, 
Ths Tpayikis Movons aorépa Kexpémor, 

TloAAdkis ev OvuéAnor Kal ev oKnvijor TeOnAdS 
BAaobds ’Axapvitns Kicods epee rduny, 


TiuBos exer kal ys OAlyov mépos’ GAN 6 mepioods 
Aidy aOavdrois Sépreta ev ceAloww. 


SDMIAS. 


Soprnoctes, the son of Sophilus or Sophillus, was born at 
Colonus, an Attic deme about a mile from the city, in 
(z.c.) 495. His father, who was a man of good family, and 
possessed of considerable wealth,’ gave him an excellent 
education. His teacher in music was the celebrated Lamprus, 
and he profited so much by his opportunities, that he gained 
the prize both in music and in the Palestra.? He was hardly 
sixteen years old when he played an accompaniment on the 
lyre to the Pan, which the Athenians sang around the 


trophy erected after the battle of Salamis; in other words, 


he was the exarchus, and possibly, therefore, composed 
the words of the ode.* His first appearance, as a tragedian, 


! Lessing (Leben des Sophocles, stimmlichte Schriften, Vol. vi. pp. 
282 sqq-), to whom we are indebted for nearly all the particulars which 
we have given in the text, quotes (note C) Plin. H. N. xxxvit. 11: 
“ principe loco genitum Athenis.” 

2 Kad@s Te emadev0n kad erpapy ev evmopia. . . SiemovnOn dé ev maior 
kal rep) madralotpay Kat povoikhy, €& dv audotépwr eorepayden, ds pnow 
“Iotpos. ’Ed:ddx0n 5E Thy povoirhy Tapa Adumpy. Vit. Anonym. 

3 SoponaAjs de mpds TG kadds yeyevjoba Thy Spay av Kal opxnotiKhy 
dedidayyevos kal povoikyy ett mais dy wap Adumpw. Mera yoov thy év 
Sarauivt vavuaxlay mept tpdmatoy yuuvds GAnAwmevos exdpevoe mera 
Avpas* of BE ev iuatly mast. Kal rv Oduvpw diddcKwy adtds exiOdpicer. 
Axpws 5€ éopatpicer, OTe THy Navoixdav kabijxe. Athen. I. p. 20. 

Meta Thy év Sadauin vavpaxlay "AOnvatwy wep) tpdmaioy ovTwy, mere. 
Avpas yuuvds GAnAmmEVoS ToOls mataviCovor Tay emiviktwy eénpxe. Vite 
Anon. 


is See oe 
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was attended by a very remarkable circumstance. Cimon 
removed the bones of Theseus from Scyrus to Athens 
(468 z.c.).1_ He arrived at Athens about the time of the 


tragic contests, and Aischylus and Sophocles were among 


the competitors. The celebrity of the former, and the 
personal beauty, rank, popularity, and known accomplish- 
ments of the latter, excited a great sensation. When 
therefore Cimon and his nine colleagues entered the theatre 
-of Bacchus, to perform the usual libations, the Archon, 
Apsephion, instead of choosing judges by lot, detained the 
ten generals in the theatre, and having administered an oath 
to them, made them decide between the rival tragedians. 
The first prize was awarded to Sophocles, and, as we have 
seen, Aischylus departed immediately for Sicily.2 This 
decision does not imply any disregard of the Aischylean 


Tragedy on the part of the Athenians. The contest was, as 


has been justly observed, not between two individual works 
of art, but between two species or ages of art ;* and if, as 
we think has been fully demonstrated,‘ the Triptolemus was 


1 Marm. Par. No. Lyu.: a¢” of SodokaAzjs 6 SopiArov 6 ék KoAwvod 
evinoe Tpayedia, €rav Sy AATIIII, érm HHIII, &pxovros ’APhynow ’AWn- 
plovos. ‘‘These were the greater Dionysia, or the Atovioia Ta év tore, 
in the month Elaphebolion ; because the Archon Eponymus, Apsephion, 
presided; and, 6 wey &pxwy BSiarlOnor Arovicia, 6 5€ Bactdevds (conf. 
Aristoph. Acharn. 1224, et Schol. ad loo.) rpoéornre Anvaiwy. Pollux, 
viii. 89, 50.” Clinton, F. H. 1. p. 39. 

2 “Edevto 5 eis uvijuny avtov, kal Thy Tov Tpayw~day Kplow dvopacrhy 
yevouerny’ moatnyv yap SidackaArlay Tod Sopoxdréous eri véov Kabéytos, 
*Adeviwy (sic), 6 Xpxwy, pidroverkias ovons Kal mapatdtews Tov BeaTar, 
KpITas Mev OUK EKATPwWOE TOU ayavos’ ws 5é Kivwv peta Tay ovoTpaTnyav 
mpocdAOwy eis TO O€atpoy erorncato TH GEG Tas vevouicpevas orovdds, ovK 
apie avtTovs amedOciv, GAA’ dpkdcas, jrvdykace Kabir Kad Kpivar dé 
bvTas, amd Pvams, mids Exactov" 6 wev ody ayov Kad Sid Td TeV KpLToV 
akiopa Thy pirotimiay irepeBade. vikhnoavTos d€ SobokAéous, Aéyerat Tov 
Aioxbaov mepimabh yevouevov, kal Bapéws evéykovta, xpdvov ov moAby 
*AOnrvnot Siayayetv, elt? ofxecOar 5” dpyhy eis SikeAlay. Plutarch, 
Cimon, ¢. VOI. 

There is probably an allusion to this in Aristoph. Ran. 1109 sqq., 
where the chorus says, that the military character of the spectators fits 
them to be judges of the contest between Aischylus and Enripides, 
éoTpatevuevor yap €ict. 

3 Welcker, Trilogie, p. 513. 

4 By Lessing, Leben des Sophocles (note I), from a passage in Plin. 
H. N. xvitt. 7: Sophoclis Triptolemus ante mortem Alexandri annis 
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one of the plays which Sophocles exhibited on that occasion, 
we can readily conceive that, when the minds of the people 
were full of their old national legends, the subject which 
the young poet had chosen, and the desire to encourage his 
first attempt, would be sufficient to overweigh the reputation 
of his antagonist, coupled as it was with anti-popular 
politics, especially as the Aischylean Tragedy lacked that 
freshness of novelty and loveliness of youth which hung 
around the form and the poetry of the beautiful son of 
Sophillus. Sophocles rarely appeared on the stage in 
consequence of the weakness of his voice: we are told, 
however, that he performed on the lyre, in the character of 
Thamyris, and distinguished himself by the grace with 
which he played at ball in his own play called Nausicaa.’ 
In 440 B.c. he brought out the Antigone, and we are in- 
formed that it was to the political wisdom exhibited in that 
lay that he owed his appointment as colleague of Pericles 
and Thucydides in the Samian war.* On this occasion he 
met with Herodotus, and composed a lyrical poem for that 


feret45. But Alexander died 323 B.c., and 323 + 145 = 468. On the 
Triptolemus in general, see Welcker, Tril. 514 (who thinks it was 
certainly not a satyrical drama), and Niebuhr, Hist. Rom. Vol. 1. 
pp. 17, 18. The arguments adduced by Gruppe (Ariadne, pp. 358 foll.) 
to prove that the Rhesus was the play which Sophocles exhibited on 
this occasion, are all in favour of Lessing’s opinion. 

1 TIp@tov Katadvoas Thy bmdKpiow Tov ToinToU did Tiy idlav icxvo- 
gwviay. Vit. Anonym. 

2 See the passage of Athen. (1. p. 20) quoted above. “The Nausicaa 
was, according to all appearances, a satyric drama. The Odyssee was 
in general a rich storehouse for the satyrical plays. The character of 
Ulysses himself makes him a very convenient satyrical impersonation.” 
Lessing, Leben des Sophocles, note K (Vol. vi. p. 342). 

3 Strabo, xiv. p. 446; Suidas, v. MéA:ros; Athen. xm. p. 603 F; 
Scholiast, Aristoph. Pax, v. 696; Cic. de Off. 1. 40; Plutarch, Peril. 
ce. vi.; Plin. H. N. xxxvu. 2; Val. Max. tv. 3: all te:tify that the 
true cause is assigned by Aristophanes of Byzantium in the argument 
to the Antigone: aot de thy Sopokrca Hiiwoba THs ev Sduw orparnylas 
evdoKiunoavta ev TH SidacKaAla THs’ Avtrydvns. A similar distinction 
was conferred upon Phrynicus, #lian, V. H.m1.8. It is probable that 
Sophocles conciliated the favour of the more popular party by the way 
in which he speaks of Pericles, v. 662, and they were perhaps willing 
to take the hint in v. 175, where, we may observe in passing, ppdéynua 
signifies “ political opinions,” as in the phrases, éumédois ppovhuaow, 
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historian. It does not appear that he distinguished himseif 
in his military capacity.” He received many invitations 
from foreign courts, but loved Athens too well to accept 
them. He held several offices in his old age. He was 
priest of the hero Alon,? and in the year 413 B.c. was 
elected one of the zpoBovAo. This was a board of commis- 
ssioners, ali old men, which was established immediately after 
the disastrous termination of the Syracusan expedition, to 
devise expedients for meeting the existing emergencies.‘ 
The constitution of such a committee was necessarily aristo- 
cratic,° and two years after, 411 B.c., Sophocles, once the 
favourite of the people and the colleague of Pericles, fell 
into the plans of Peisander and the other conspirators, and 
consented in the temple of Neptune, at his own Colonus, to 
the establishment of a council of four hundred; in other 
words, to the subversion of the old Athenian constitution.® 
He afterwards defended his policy on the grounds of 
expediency.’ Nicostrata had borne him a son, whom he 


toidvd’ eudy ppovnua, toov xpovdyv, which occur in the same play. On 
the meanings of gpovetv and ppéynua in Sophocles, see the notes on the 
translation of the Antigone, pp. 155, 168. 

1 Plutarch, An seni, &c., c. 3, 1V. 153, Wyttenb. On this subject the 
student may consult the Introduction to the Antigone, p. xvii. and 
Transactions of the Philol. Soc. 1. No. 15, where it will be seen that 
Herodotus was an imitator of Sophocles. 

2 At least if we may credit the tale told of him by Ion, a contempo- 
rary poet (Athenzus, x11. 604), where he is made to say of himself: 
MeAeT@ orpatnyciv, ® &vdpes* emerdjmep TlepikAijs woreiy wev en pe, 
oTpatnyeiv DovKn emlotacba. 

$ “Eoxe 5€ Kal Thy Tod ”*AAwvos icpwotyny, ds pws Av wera “AckAnmod 
mapa Xeipwrr. Vit. Anonym. 

4 Thucyd. vil. 1: kal apxnv twa tav mpeoBurépwy avdpav éEréoba 
oftives mepl Tay TapdyTey os ky Kaipds 7} mpoBovAcvoovc:. We consider 
these mpdBovao: to have been most probably elected to serve as tuvyypagis 
(Thucyd. vor. 67), for it was the éuvyypapjs who brought about the 
revolution, and we learn from Aristotle (see below) tliat Sophocles con- 
tributed to it in his character of tpd BovAos. 

5 Aristot. Polit. vi. 5, 10: det yap civa: 7d ouvdyov Td KUpioy THs 
moAttelas. Kadeital © vba wev mpdBovaor did Td mpoBovrcvery, Sov SE Td 
TAHG0s ear BovdAt mGAAov. 

§ Thucyd. vi. 67: tvvéxAnoav thy exxAnolay cis Tov KoAdwvdv (ore 
Be fepby Mocedavos tw térAews aréxov atadious uadtora Seka) K.T.A, 

7 Kal cupmepawduevov, cay epdétnua mug 7d cvpmépacua, Thy aitlay 
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named Jophon: he had another son Ariston, by Theoris 
of Sicyon, whose son, Sophocles, was a great favourite with 
his grandfather and namesake. From this reason, or be- 
cause, according to Cicero, his love for the stage made him 
neglect his affairs, his son Jophon charged him with dotage 
ahd lunacy, and brought him before the proper court, with 
a view to remove him from the management of his property. 
The poet read to his judges a part of the Cidipus at Colonus 
which he had just finished, and triumphantly asked ‘if that 
was the work of an idiot?” Of course the charge was 
dismissed.!_ We are sorry to say that this very pretty story 
is a mere fabrication, for the Gidipus at Colonus must have 
been acted, at least for the first time, before the breaking 
out of the Peloponnesian war.’ Sophocles died in the very 
beginning of the year 405 B.c.; according to Ister and 
Neanthes he was choked by a grape, which the actor 
Callippides brought him from Opus, at the time of the 
Anthesteria. Satyrus tells us that he died in consequence 
of exerting his voice too much while reading the Antigone 
aloud :* others say that his joy at being proclaimed tragic 
victor was too much for his decayed strength. His family 
burial-place was Decelea, and as that town was in the 
possession of the Lacedemonians, it was not possible to bring 
him there until Lysander, having heard from the deserters 
that the great poet was dead, permitted his ashes to rest 
with those of his ancestors, ‘There is a legend, that Bacchus 


elmeiv’ o1ov Sopokats épwraepevos bird Merodvbpou, “ i 2otev aito, Somep 
kal Tois &AAos mpoBovAers, KaTacTHTal TOUS TeTpaKootous;” &pyn.—** Ti de 
ov Tovnpa cor TavTa edbKer Elvat;” Eby. ‘* OdK ody od TadTa expatas Tae 
movnpa ;” ‘‘Nat,” pn, ‘ov yap tiv &AAa Beatio.” Aristot. Rhet. m1. 18. 

1 Vit. Anonym.; Cicero, de Senectute, § 7; Val. Max. vit. 

? See Reisig, Hnarrat. did. Col. pp. v. sqq.; J. W. Siivern, On some 
historical and political allusions in Ancient Tragedy, pp. 6, 8; Lach- 
mann, in the Rhein. Mus. for 1827, pp. 313 fol.: Hermann in Zimmer- 
mann’s Zeitschrift, 1837, No. 98, pp. 803 sqq., inclines to the opinion 
that the Gdip. Col. was written before, but not published till after, the 
Peloponnesian war. 

3 We have seen that icxvopwvla was attributed to Sophocles: if it 
arose from delicate lungs, this account of his death is probable enough. 
There are chronological objections to the other two statements. See 
Clinton, Ff. H,. 1. p. 85. 
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appeared twice to Lysander in a dream, and enjoined him 
to allow the interment to take place.t According to one 
account, they placed the image of a Siren over his tomb, 
according to another, a bronze swallow. Ister informs us 
that the Athenians decreed him an annual sacrifice. He 
wrote, besides Tragedies, an elegy, pans, and a prose work 
on the chorus, against Thespis and Cherilus. Only seven 
of his Tragedies have come down to us; but an ingenious 
attempt has been made to show that the Rhesus, which is 
generally attributed to Euripides, was the first of the plays 
of Sophocles.? 

With regard to the whole number of plays composed 
by Sophocles, we have the authority of Aristophanes, of 
Byzantium, that 130 were ascribed to him, of which seven- 
teen were spurious. It has been objected* to this large 
number, that the Antigone, which was acted in 440, was 
the thirty-second play; and as Sophocles began to exhibit 
in 468, and died in 405, he would have written eighty-one 
pieces in the last thirty-six years of his literary life, and 
only thirty-two in the first twenty-seven years; whereas 
it is not likely that he would have written more in his de- 
clining years than in the vigour of his life: and it has 
been conjectured that he wrote only about seventy plays. 
Reasons have, however, been given,* which incline us to 
believe that Aristophanes is correct in assigning to him 113 
genuine dramas. For, in the first place, the meaning of the 
words, on which this objection is founded, is not sufficiently 
clear: it is not certain that the grammarian is not referring 
to Tragedies only, and in that case, even supposing that 
Sophocles wrote five separate plays in that time, we should 
have to add nine satyrical dramas to make up the Tetra- 
logies, and thus we should not have a very disproportionate 


1 See Vita Anonym. Pausanias, I. 21 §1, gives a somewhat different 
story. Acyera: 5¢ SopoxAcous TeAcuTHoavTos ecBadAew eis THY AT TiLK} 
Aakedaimoviovs, Kal copay Toy jyovmevoy ideiy emiotdvtTa of Ardvucov 
KeAevely Timais, boat KabeothKacw em Tois TeOvE@oL, THY Seiphva Thy 
Neay tidy. Kal of Td dvap SopokAda Kal tiv Sopokdrcovs moinow epatveta 
exew. 

2 Gruppe, Ariadne, pp. 285—305. 

3 By Bockh, de Gr. Trag. Princip. pp. 107—109. 

* By Clinton, Phil. Musewm, 1. pp. 74 fol. 


134 SOPHOCLES. 


number of trilogies for the remaining thirty-six years. 
Besides, we have alist of 114 names of dramas attributed to 
Sophocles, of which ninety-eight are quoted more than once 
as his, and it is exceedingly unlikely that many of these 
should have been written by his son Jophon, or his grandson, 
the younger Sophocles. It will be recollected, too, that in 
the earlier part of his life Sophocles was much engaged in 
public affairs; he was a general, at least once,! and went on 
several embassies ;” this, in addition to the greater facility 
in writing, which he might have acquired by long practice, 
would account for his pen being more prolific in the latter 
part of his life. He obtained the first prize eighteen,® 
twenty,* or twenty-four times,° and it is not probable that 
his first and second prizes taken together were much fewer 
than thirty. Now it seems that about twenty-four of the 
dramas, the names of which have come down to us, were 
satyrical: we may suppose that he wrote about twenty- 
seven satyrical dramas on the whole: this would give us 
twenty-seven Tetralogies, or 108 plays, and there remain 
five single plays to satisfy the statement of Suidas, that he 
contended with drama against drama. This statement we 
shall now proceed to examine. It certainly does not imply 
that he never contended with Trilogies, for it is known that 
he wrote satyrical dramas which in his time were never 
acted by themselves. One of the conjectures which have 
been proposed with respect to the meaning of the words 
of Suidas is, that Sophocles opposed to the Trilogies of 
AXschylus three Tragedies, not intimately connected with 
one another, like the A‘schylean plays, but each complete 
in itself.® This presumes, however, that Suidas understood 
the word rerpadoyia in a technical sense, as expressing the 
distinguishing peculiarity of the Aischylean Trilogy with 
its accompanying satyric drama. We cannot believe that 
the grammarian had any such accurate perception of the 


1 Justin says (lib. mt. 6) that he served against the Lacedsemonians, 

2 kal év mpeaBelas eEnrafero. Vit. Anonym. 

3 Diodor, xm. 103. 

* Nias €AaBev etkoow ds pnot Kapvortios* mwoddAdxis 5€ at Sevrepeta 
fdaBe. Vit. Anonym. 

5 Suidas. § Welcker, Trilogie. p. 51. 


SOPHOCLES. 135 


real nature of the trilogy. Nevertheless, the fact may have 
been such, although Suidas did not know it, for nothing 
is more likely than that the custom of contending with 
single plays, which Sophocles, perhaps sparingly, adopted, 
arose from his having given to each of the plays in his 
Trilogies an individual completeness which the constituent 
parts of an Aischylean Trilogy did not possess. We shall 
derive some further reasons tor believing this from a con- 
sideration of the general principles which guided the art 
of Sophocles. 

That he did act upon general principles is sufficiently 
proved by the fact that he wrote a book on the dramatic 
chorus. The objection, which (according to Chameleon) he 
made to Aischylus, that even when his poetry was what it 
ought to be, it was so only by accident,! is just such a 
remark as a finished artist would make to a self-taught 
genius. But we might conclude, without any extrinsic 
authority, from a moderate acquaintance with his remaining 
Tragedies, that he is never beautiful or sublime without 
intending to be so: we see that he has a complete appre- 
hension of the proper means of arriving at the objects of 
tragical imitation: he feels that his success depends not 
upon his subject, but upon himself; he has the faculty of 
“making with right reason ;” in short, he is an artist in the 
strictest seuse of the word.” ‘Sophocles,’ says one who 
has often more than guessed at truth, “is the summit of 
Greek art; but one must have scaled many a steep before 
one can estimate his height: it is because of his classical 
perfection that he has generally been the least admired 
of the great ancient poets; for little of his beauty is per- 
ceptible to a mind that is not thoroughly principled and 
imbued with the spirit of antiquity.”? The ancients them- 
selves fully appreciated Sophocles: his great contemporary 


1 See Athen. 1. 22, x. 428, quoted in the sect. on Aischylus. 

2 Aristot. Eth. Nicom. vi. p. 1140, ], 10, Bekker: gor: d¢ tTéxvn race 
mep) yeveoiy Kal Td Texva ev, Kal Oewpeiv, drws by yevntal Ti Tay evde- 
Xomevwy Kal elvar kal wy elvar Kal Gy H apxXh ev TG woiwdvTs GAAG mh ev 
T@ Towovpevy.  mev ovv TéexYN Bomwep elpntra: ekis Tis peta Adyou 
TOUNTIKN €OTL. 

3 Guesses at Truth, Vol. I. p. 267. Comp. Miiller, Hist. Int. Gr. 
C. XXIV. § 13. 
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Aristophanes will not expose schylus to the risk of a con. 
test with a man to whom he has voluntarily given up a part 
of the tragic throne, and to whom he delegates his authority 
when he returns to the upper world: his numerous vic- 
tories and the improvements which schylus found it ne- 
cessary to borrow from him, are all so many proofs of the 
estimation in which he was held by his countrymen: but it 
is to be feared that few, if any, of his modern readers 
will ever be able to divest themselves completely of all 
their modern associations, and thus set a just value upon 
productions so entirely and absolutely Greek as the Trage- 
dies of Sophocles. If we would understand them at all, we 
must always bear in mind that he was the successor of 
‘Eschylus; that he intended rather to follow up and im- 
prove upon his predecessor and contemporary, than to create 
an entirely new species for himself. Art always follows at 
the heels of genius. Genius creates forms of beauty; art 
marshals them, and sets them in order, forming them into 
groups and regulating the order of their successive appear- 
ances. Genius hews rude masses from the mines of thought, 
but art gives form and usefulness to the shapeless ore. Ais- 
chylus felt what a Greek Tragedy ought to be, as a religious 
union of the two elements of the national poetry; and he 
modelled bold, colossal groups, such as a Phidias might have 
conceived, but not such as a Phidias would have executed. 
Sophocles, with a highly cultivated mind, and a deep and 
just perception of what is beautiful in art, was enabled to 
effect an outward realisation of his great contemporary’s 
conceptions ; and what was already perfected in the mind of 
Aaschylus, this he exhibited, in its most perfect form, before 
the eyes of all Athens. The Tragedy of Sophocles was not 
generically different from that of Aischylus; it bore the same 
relation to its forerunner that a finished statue bears to an 
unfinished group. For when Sophocles added a third actor 
to the two of Aischylus,” he gave so great a preponderance to 
the dialogue, that the chorus, or the base on which the three 


1 Comp. Aristoph. Ran. 790, 1515. 

2 Tpets d& [broxpitas] kal oxnvoypadlay Soponajs. Arist. Poet. rv. 
16, Toy 5& rpirov [imoxpitiy] SopokAts, Kal cvverAhpwoev thy Tpa- 
yesiav, Diog. Leert. in Plat. 
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plays stood, was unable any longer to support them; in as- 
signing to each of them a separate pedestal, he rendered 
them independent, and destroyed the necessary connection 
which had previously bound them together; so that it be- 
eame from thenceforth a matter of choice with the poet 
whether he represented with Trilogies or with separate plays. 
As we have before said, we think Sophocles did both: the 
number of his satyrical dramas shows that his exhibitions 
were principally Tetralogies, and we are willing to accept 
the statement in Suidas, that he sometimes brought out his 
Tragedies one by one. What Aischylus, following his na- 
tural taste, practised in the internal economy of his pieces, 
for instance, in the exclusion of everything beneath the dig- 
nity of Tragedy, this Sophocles adopted as a rule of art, to 
be applied or departed from as the occasion might suggest. 
The words which Landor puts into his mouth express what 
appear to us to have been his general feelings.1 “I am,” 
says he, in reference to the master-works at Athens, “ only 
the interpreter of the heroes and divinities who are looking 
down upon me.” He felt himself called upon to make an 
advance in the tragic art, corresponding to those improve- 
ments which Phidias had made upon the works of his im- 
mediate forerunners: he did so, and with reference to the 
same objects. The persons who figured in the old legends, 
and in the poems of the epic Cycle, were alone worthy in 
his opinion of the cothurnus; and if ever an inferior or 
ludicrous character appears in his Tragedies, he is but a 
slavish instrument in the poet’s hands to work out the 
irony of the piece; a streak of bright colour thrown into 
the picture, in order to render more conspicuous its tragic 
gloom. 

Besides the addition of a tpiraywvorys,? some other 
improvements are ascribed to this poet; he seems to have 
made the costumes more appropriate, to have introduced 
scene-painting, and to have altered the distribution of the 
chorus. 

The public character of Sophocles was, as we have seen, 
rather inconsistent. In the earlier years of his politica] 


1 Landor’s Imaginary Conversations, I. p. 142. 
? Which is also attributed to Auschylus (Themistius, p. 316). 
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life he was a partisan of Pericles, and his plays contain many 
passages evidently written with a view to recommend him- 
self to that statesman. In the Antigone he advises the 
Athenians to yield a ready and implicit obedience to the 
man whom, for the time being, they had placed over them- 
selves; and if, as we believe, the Cidipus at Colonus was 
written just before the breaking out of the Pelopomnesian 
war, it is more than probable that the refusal of Theseus to 
deliver up Cidipus, though a polluted person, has reference 
to the demand made by the confederates with regard to the 
expulsion of Pericles.’ 

The private character of Sophocles was unfortunately very 
far from faultless. He was a notorious sensualist,? and, in 
his later days, rather avaricious. He possessed, however, 
those agreeable qualities which are very often found along 
with habits of vicious indulgence ; he was exceedingly good- 
natured, always contented,® and an excellent boon com- 
panion. 8 His faults were due rather to his age and country 
than to any innate depravity. His Tragedies are full of the 
strongest recommendations of religion and morality; and 
we know no ancient poet who has so justly and forcibly 
described the infallibility and immortality of God, as opposed 
to man’s weakness, ignorance, and liability to error:’ or 


? 670. ?AAN dv méAts oTHoere TOUdE Xp KAvEW 
Kal opixpa Kal Sikaca Kal TavavTia. 
See Introduction to the Antigone, p. xv. 
2 Comp. Gd. Col. 943 sqq. with Thucyd. 1. 126,127. Lachmann in 
the Rhein. Mus. for 1827, pp. 327 fol. 
® Cic. Offic. 1. 40; de Senect. 47; Athen. x1. p. 510; XIII. p. 592 ; 
sik p. 603; Plato, 1. Resp. Pp. 329 B. 


‘Epps. mp@tov & 6 Tt mparret Sopokdrens avhpero. 
Tpvyatos.  evdatmovel’ marxet 5€ Oavuacrdr. 

“Epuijs. Td tl; 
Tpuvyaios.  &€k Tov SopokA€ous yiyverat Suwvldns. 
“Epuijs. Simwvidyns; mws ; 

Tpvyaios. “Ort, yépav dv cal campéds, 


Képdous Exar Kay em) pimds rAgo. Pax, 695 sqq. 

5 Aristoph. Ran. 82. 

6 See the amusing anecdote from Jon, Athen. xul. p. 603 E. 

7 We allude to Antig. 604, which is generally misunderstood. The 
connection of ideas in the passage is as follows: * What mortal trans- 
gression or sin is Jupiter liable to, Jupiter the sleepless and everlasting 
god? But mortal men know nothing of the future till it comes upen 
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who has set the beauty of piety and righteousness, and the 
danger and folly of impiety and pride, in a stronger and 
clearer light than he has.} 

To characterise the man and his works in one word, 
calmness is the prominent feature in the life and writings 
of Sophocles. In his politics, an easy indifference to men 
and measures; in his private life, contentment and good 
nature; in his Tragedies, a total absence of that wild 
enthusiasm which breaks down the barriers of common 
sense, are the manifestations of this rest of mind: his 
spirit was 

Like a breath of air, 


Such as is sometimes seen, and hardly seen, 
To brush the still breast of a crystal lake? 


He lived, as it were, in the stronghold of his own unruffled 
mind, and unmoved, heard the pattering storm without.? 
His very burial created peace out of war, and hostile armies 
held a truce, as the tomb closed upon one loved by all 
Athens, admired by all Greece, and destined to teach and 
delight the civilised world in ages yet to come. 

Of the seven plays of Sophocles, which have come down 
to us, only two are referred by express testimony to fixed 
dates—the Antigone, which, as we have seen, was acted in 


them.” We should certainly read irepBacla in the nominative case. 
Tis brepBacla katéxer Teay Sivacw; is equivalent to Ted divacis KaTréxer 
ottiva bmepBaclay. Compare Theognis, 743—6, which Sophocles had 
in his head: 
Kat rod7’, abavdrwy Baotred, was ort Sikasov 
“Epyov Batis avip extds eav adixar, 
Mf tiv brepBaciny kaTéxwy, und SpKoyv aAdrtpdr, 
"AAAG Bikatos cov, wn Ta Bikaa wd; 
1 See the beautiful chorus in Gd. Tyr. 863 sqq. 
2 Wordsworth (Excursion, p. 9C). 
® He says himself, in a fragment of the Tympanistz (No. 563): 
Sed, ped, tl rovTov xdpua peilov by AaBass, 
Tov ys éemwavoavta Kad’ bard oreyn 
TvKVIS akovoat Wexddos evdovon dpevl. 
It is clear that this, like many other passages referring to escape from 
the sea, expresses the feelings, and in part the language, of those who 
were initiated into the Eleusinian mysteries. Cf. Eurip. Bacch. 900; 
Demosth. Coron. p. 516 A; Lucret, 11. init.; Cic. Ait. 1. 7. 
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B.c. 440, and the Philoctetes, which appeared in B.c. 409.1 
Although it is stated that the Cdipus Coloneus was first 
acted, after the death of the poet, in B.c. 401, and though, 
as we have seen, a pretty story refers its composition to the 
end of the poet’s life, it is almost generally agreed among 
scholars that it belongs to the most vigorous period of his 
life, though it may have received additions and modifications 
at a later period. With the exception then of the Antigone 
and Philoctetes, we have only internal evidence to fix the 
succession of the extant Tragedies. And here we cannot, as 
in the case of Aischylus, divide the plays into distinct groups 
indicating an earlier and a later period of dramatic art. 
They all exhibit the tragic power of Sophocles in its full 
maturity, and they all exemplify that wonderful power 
of drawing upon the most recondite treasures of the Greek 
language which made Sophocles a favourite with Virgil, 
the only Latin poet who exhibits the same combination of 
profound thought and elaborately chastened style.? It is 
true that Sophocles, in an important citation of his words 
preserved by Plutarch, recognised three epochs in his own 
style—first, the tumid grandeur which he had borrowed 
from /Eschylus ; secondly, a harsh and artificial employment 
of terms, which he had introduced himself; and thirdly, the 
style which he considered best and most suited to the repre- 
sentation of human character.* If we are right in supposing 


1 Arg. Philoct.: ed:54x8n ér) TAavkinrov, mpatos iv ZopokA7s. 
* See Bernhardy, Grundriss, 0. p. 788. 
3 Virgil says (Helog. vul. 10): 

“ Sola Sophocleo tua carmina digna cothurno.” 


And there are examples in his poetry of a very close imitation of the 
peculiarities of the Sophoclean style. There are at least four imitations 
of the line in the Ajaz, 674: 

dewey anua mvevudtwy exoluioe 

oTévoyvta movToy— 


namely, Eclog. 1. 26; Georg. Iv. 484; An. 1. 66, Vv. 763; and the 
figure in Georg. UI. 241, nigramque alte subjectat arenam, is clearly 
borrowed from Soph. Antig. 590: keAaway Oiva Kal dvodveuor. 

* Plutarch, de Profect. Virt. Sent. p. 79 B: 6 BopordArs eAeye, Toy 
AioxvaAov diameraixas oykov, elra Td mikpdy Kal KaTaTexXvoY Tis abiTod 
xavackevjs, eis Tpitov dn Td Tis Ac~ews weTaBadrAew eldos bmrep éorly 
H9.ndétatov Kat BeAtiotov, The substitution of abrod for avrod, and the 
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that this citation really gives us the words of Sophocles, and 
that we must therefore take the participle dvaveraryeis in its 
old Attic rather than in its subsequent Hellenistic sense, it 
will imply either that both the first two styles belonged to 
the very earliest period of his literary career,’ or that he 
had merely amused himself with sporting in those styles ;° 
and in either case we can hardly suppose that they are to 
be found in Tragedies subsequent to the Antigone. On the 
other hand, all the extant Tragedies, even the Philoctetes, 
which is known to have been produced by Sophocles in his 
old age, exhibit traces of that intentional obscurity with 
regard to which it has been well observed,* that “ Sophocles 
often plays at hide-and-seek with the significations of words, 
in order that the mind, having exerted itself to find out his 
meaning, may comprehend it more vividly and distinctly 
when it is once arrived at.” The claim which Sophocles 
makes for the style of his mature age, namely, that it is the 
best adapted for the delineation of human character, is 
combined, by the echo of an old and able criticism, with 
a recognition of his elaborate art and ingenuity. And we 
are inclined to the belief that he never shook off entirely 
the peculiarities of his second style; but that, as he 
advaneed in life, he combined with it more and more a 
readier flow of dramatic oratory, such as we find in his 
contemporary Euripides.6 As far as this comparative 


introduction of eis before rplrov, are due to Miiller, Hist. Gr. Lit. 1. p. 
[340] 449. In anote to Miller we have explained katackevy in its 
opposition to Aééts, as above. . 

1 Morris, p. 158: éperxedeiv AtTiKGs* Siamaiferv, ‘EAAnuixas. CF. 
Etym. M. p. 621, 54: MAdrov biaraller thy A€Ew ws BapBapor. 

2 This is Miiller’s translation: ‘Having put away along with his 
boyish days.” 

3 This seems to be in accordance with the only use of the word by 
an author of the classical age: Plato, Leges, vi. 769 A: xaA@s Totvuv 
by jpiv h mpecButav Euppov waidia wéxpt Seip by et Ta viv diamemao- 


évn. 
i Miiller, Hist. Gr. Lit. 1. p. [356] 469. 

5 Vit. Sophocl. ad fin.: 78omwote? 5€ kal mwoiidAdre: Kal Tots emivohpact 
TEXVIKGS xpiTal, ‘Ounpikhy exwatrduevos xapiv. olde 5& Kaipdy cummeE- 
Tpiioat Kal mpdyyata dor &k pikpov Husotixiov 7 A€zews pias BAov 790- 
Tole Mpocwrov- 


6 Miller, 1. p. [356] 470, refers especially to the speeches of 


142 SOPHOCLES. 


facility admits of recognition, it may help us to class with 
the Antigone, as his earliest extant play, the Electra, which 
is its counterpart in representing the contrast of two sisters, 
and so making the third actor play an important and 
essential character in the development of the drama. The 
Trachinie seems to claim the third place on account of the 
difficulty of the language, and other features of strong 
resemblance to the Antigone. Then we should class to- 
gether the Cidipus Tyrannus and the Cédipus Coloneus with 
their connected subjects and not dissimilar mode of treat- 
meut. And we should associate the Philoctetes with the 
Ajax, in which also Ulysses appears as the leading instru- 
ment in the development of the plot. We will briefly 
characterise the separate plays considered in this order of 
succession. 

In the Antigone the main object is to show the contrast 
between the heroine, who insists on burying her brother 
against the will of the state, represented by Creon, and the 
latter, who violates the laws of heaven by denying the rites 
of sepulture to Polyneices and burying Antigone alive. 
Both, in a certain sense, have justice on their side, and 
therefore both excite the sympathy of the audience; both, 
in another sense, are guilty of violating the law—the 
princess the law of man, and the king the law of God— 
and therefore the tragical results in both cases assume 
the form of a righteous doom. The plot is rendered more 
interesting by the contrast of the characters of the two 
sisters, Antigone and Ismene, and by the introduction of 
the love of Hzemon, Creon’s son, for his cousin Antigone. 
In this latter incident the play approaches nearly to some 
of the characteristics of the romantic drama. And on the 
whole there is perhaps no Greek Tragedy which makes a 
stronger appeal to the feelings, and which is more ex- 
quisitely finished in all its parts, than the Antigone of 
Sophocles. If the Agamemnon of A’schylus approximates 
in some points to the grandeur of Macbeth, there is much in 
the Antigone to remind us of Romeo and Juliet. 


Menelaus, Agam+mnon, and Teucer in the Ajaz, and to Gdipus’ defence 
in the Gdipus Coloneus. 
4 The present writer has endeavoured to exhibit all the character- 
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The Electra, which Dioscorides classes with the Antigone 
as exemplifying the highest perfection of the art of Sopho- 
cles,' is in many respects the counterpart of that play. The 
strongest emotion displayed is the sisterly love of the heroine 
for her brother Orestes, whom she supposes to have 
perished; and the contrast between Electra and Chryso- 
themis corresponds exactly to that between Antigone and 
Ismene. There is another strong sentiment in Electra’s 
sorrow for her murdered father, and in the heroic resolve 
of the lonely and persecuted maiden to slay gisthus with 
her own hand. The highest point of tragic interest is 
reached when Electra, having uttered her beautiful address 
to the urn, which, as she supposes, contains the ashes of 
her brother, is raised from despair to overpowering joy by 
recognising him in the stranger who had himself given her 
the simulated remains of Orestes. ‘The matricidal cata- 
strophe at the end is terrible without being extravagant, 
and the manner in which Agisthus, who had come home 
confidently hoping to hear that Orestes was dead, is obliged 
to lift the covering from the corpse of Clytemnestra, pro- 
duces a striking effect, without falling into melo-dramatic 
vulgarity. 

If the Electra resembles the Antigone in the prominence 
which it gives to sisterly affection, and in the contrast 
between the pairs of sisters in each play, the Trachinie is 
not without very striking indications of a similarity in 
manner and conception which refers it to the same period of 
the poet’s literary activity. Characters and descriptions in 





istics of this masterpiece of Greek Tragedy in an edition and trans- 
lation of the Antigone, published in 1848. 
1 Anth, Pal. vit. 37: 
a, TUULBos 55’ eo7’, SvOpwre, Sopordréos, dv mapa Movaoay 
ipjy wapbeciny, iepds dv, EAaxov" 
bs we Tov ex SAvodyToOs. Ett TpiBuvdov TaTéovTa, 
mplvivov, és Xpvoeov oXTua weOnpudcato, 
wal Aertiy évéducev adoupyida’ Tod 5€ BavdvTos 
etOeroyv Opxnotiy THO avéravoa wdda. 
B. dABuws ws ayabiy Edaxes otaow? 7B er? xepaly 
Kovpimos, ek moins de didacKaAins; 
a, etre cor Avtiydvny eimeiv pidov, ove by apdprcts, 
cite kal HAektpay* aupdtepat yap &kpov. 
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both plays seem to have a certain resemblance.1_ Both plays 
have an épyyorikdv or dancing song instead of a stasimon.? 
The exaltation of the power of love is similarly expressed in 
both.* And figures of speech,* and even phraseology® in the 
one play, sound like echoes of something similar in the 
other. But while the Antigone is perhaps the most vigorous 
and perfect of the plays of Sophocles, the Trachime is 
undoubtedly his feeblest effort. It turns entirely on the 
justifiable jealousy of Deianeira, who really loves her 
husband Hercules, and, fearing that he had given his 
affections to Iole, sends him the poisoned shirt of Nessus, 
in the sincere belief that it will operate as a love-charm. It 
produces, as the treacherous Centaur intended, the most 
exquisite sufferings, and Hercules is laid on the funeral pile 
to consume his mortal frame, and so to escape his misery, 
and to receive immortal life. But Deianeira slays herself 
on learning the consequences of an error which, as her son 
declares, she had committed with the best intentions. And 
Hercules, who had at first broken forth into the most 
violent imprecations against his wife, recognises the decree 
of fate in the calamity in which she had been the unwilling 
agent. 

There are none of the plays of Sophocles which exhibit 
more strikingly than the two which bear the name of 
Cidipus, that solemn irony which the genius of a modern 
scholar has detected in the framework of this poet’s Trage- 
dies.’ This irony consists in the contrast, which the spec- 
tator, well acquainted with the legendary basis of the 
tragedy, is enabled to draw between the real state of the 

1 Lichas reminds us of the Sentinel in the Antigone, and Hyllus 
pleading with his father for Deianeira is the counterpart of Heemon, as 
the advocate of his bride. The silence of Deianeira on hearing of 
her husband’s fate is paralleled by that of Eurydice, and the descriptive 
speeches are framed on the same model. 

2 Cf. Antig. 1115 sqq.; Trach. 205 sqq. 

3 Cf. Antig. 781 sqq.; Trach. 497 sqq. 

4 Cf. Antig. 526 sqq.; Trach. 112 sqq. 

5 Asin the almost unique examples of the tertiary predicate adaxputos 
(Antig. 821; Trach. 106) tor é07€ ob daxptovow (Greek Grammar, art. 498). 

8 Trach. 1136: aay To xphw huapte, xpnoTa wwuevn. 

7 Thirlwall, On the Irony of Sophocles, Philol. Mus. 1. pp. 
483 8qq. 
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ease and the conceptions supposed to be entertained by 
the person represented on the stage. It is this contrast, 
regarded from different points of view, which makes the two 
plays about Cdipus the counterparts of one another, and 
induces us to think that, whether they were or were not 
written nearly at the same time,! they were intended by the 
poet to form constituent parts of one picture. 

The Cdipus Tyrannus represents the king of Thebes, in 
the full confidence of his own glory’ at the beginning of the 
play, but brought step by step to the consciousness of the 
horrible guilt in which he had unawares involved himself. 
* The wrath of heaven,” says the expositor to whom we have 
referred,* ‘has been pointed against the afflicted city, only 
that it might fall with concentrated force on the head of a 
single man ; and he who is its object stands alone calm and 
secure : unconscious of his own misery, he can afford pity for 
the unfortunate : to him all look up for succour: and, as in 
the plenitude of wisdom and power, he undertakes to trace 
the evil, of which he is himself the sole author, to its secret 
source.” ‘The greatest dramatic ingenuity is shown in the 
manner in which Cidipus investigates the dreadful reality, 
and the hearer, though acquainted with the plot, shudders 
when (Edipus becomes at last conscious that he is about to 
hear the whole extent of his calamity. The powerful and 
self-confident king of the early part of the play becomes the 
blind and helpless outcast of the concluding scene; but his 
sins were involuntary,® and his punishment and humiliation 
are his own act; so that the sufferer leaves the stage an 
object of the spectator’s compassion, and a fit hero for the 
drama which renders poetic justice to this poor child of fate. 

In the Gidipus Coloneus the exiled king appears supported 
by his affectionate daughter Antigone, and dependent on 
the charity of strangers. His outward condition could not 
be more helpless and pitiable. But he is on the verge of 
his predicted resting-place. The sanctuary of the awful 


1 The silence of Jocasta (1075) brings this play into a connection of 
manner with the Antigone and Trachiniz. 
2 8: 6 maoi KAELVOS Oldirous KadovmeEvos. 3 Thirlwall, p. 496. 
* Ged. Tyr. 1169: mpos ait@ y’ ciui rh SewG Acyew—Kiywy akodew. 
5 Gid, Cul, 266: 7a 7 Epya pov memovOdr’ ear waddAov 7) dedpakdta., 
L 
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goddesses, who persecuted the voluntary matricide Orestes, 
is opened to him, the unwilling murderer of his father, as @ 
place of repose in which he would exercise a protecting 
power over the land which received him. The Thebans, who 
had expelled him as a polluted person, strive in vain to get 
him back; his son Polyneices, whom he regarded as a 
parricide,! seeks his protection, but is rejected with im- 
precations; and (idipus descends to his sacred tomb, sum- 
moned by thunder from on high,’ and led by Hermes and 
the goddess of the shades, to the spot where he would be 
for ever the protecting genius of the land of Attica.* 

The Ajax represents the consequences of the frenzy into 
which that hero was driven by the disappointment of his 
claims to the armour of Achilles. Under the influence of a 
strong delusion, which Athena, in the prologue, states that 
she had bronght upon him, he attacks the flocks and herds 
of the Greek army while he imagines that he is slaying or 
leading away captive his successful rival Ulysses and the 
chieftains who had slighted him. On coming to his senses 
he calmly resolves on self-destruction as the only means 
of withdrawing himself from the disgrace and punishment 
which he has incurred. After a fine scene, in which he 
takes leave of his son Eurysaces, he withdraws to a distant 
part of the camp, professedly for the purpose of purifying 
himself from the stains of his senseless bloodshed, and of 
burying the sword of Hector. The chorus rejoices in the 
hope that his temper is soothed and softened, and that all 
will be well. In the meantime his brother Teucer, who has 
passed through the camp on his return from an expedition, 
and has there seen the prophet Calchas, sends a messenger 
to insure the hero’s detention at home, because the sooth- 
sayer has declared that Athena is persecuting Ajax for that 
day only, and that he will be saved if he survives it. The 
chorus proceed to search for him. The scene having 
changed, we see Ajax, who, after an energetic speech, falls 
upon his sword. And his body is found by his friends, whose 
lamentations are interrupted by the successive arrival of 
Menelaus and Agamemnon, who come to forbid his burial. 

1 1361: cod dovews peuympuevos. 
7 1456 sqq. 3 1547, 8. * 1523, 894. 
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The contest between ‘Teucer and these chieftains is termi- 
nated unexpectedly by the intervention of Ulysses, the 
bitterest foe of the deceased warrior, who comes forward 
to proclaim his excellences, and to plead for the respect due 
to his remains. And in this way a Tragedy, on which the 
poet has expended all the resources of his art, is brought to a 
conclusion, which satisfies the prepossessions of the Athenian 
audience, by a proper apotheosis of their national hero. 

In the Philoctetes Ulysses appears as the hated adversary 
of another great warrior ; but though the issue of the play is 
in accordance with the object of his designs, the crafty and 
politic chieftain does not gain the character for generosity 
which is accorded to him at the end of the Ajaw. It was by 
his advice that Philoctetes had been left on the island of 
Lemnos, because Lis wound had made him a noisome pest 
in the camp. But as it is declared that Troy will not fall 
without the arrows of Hercules, which Philoctetes possesses, 
Ulysses volunteers, in company with the young Neoptolemus, 
to bring him back to thearmy. Neoptolemus is at first per- 
suaded*to become the instrument in the deceit which Ulysses 
has determined to practise. But his young and generous 
nature recoils. He discloses the meditated treachery to 
Philoctetes, and the cunningly-laid plan for getting the 
wounded archer to Troy is utterly frustrated. Here is 
the dignus vindice nodus ;1 and Hercules descends from 
Olympus to command Philoctetes to go to Troy and share 
with Neoptolemus in the glory of its capture. ‘The op- 
position between the three characters is thus reconciled, 
and they are all justified: Ulysses in his public-spirited 
policy, Neoptolemus in his straightforward veracity, and 
Philoctetes in his natural resentment. Itis to be observed, 
however, that this use of the Deus ex machind, which is 
found only in the latest play of Sophocles, and which is 
considered to have been mainly due to Euripides, is in 
itself an indication of declining dramatic power.® 

1 Horace, Ars Poet. 191. 


? Cie. de Nat. Deor. 1. 20, § 52: ‘‘Ut tragici poets, quum explicare 
argumenti exitum non potestis, confugitis ad deum.” 
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CHAPTER I. 
SECTION IV. 


EURIPIDES. 


Aeschylus ruft Titaner herauf und Gétter herunter ; 
Sophocles fiihrt anmuthig der Heldinnen Reil’n und Heroen ; 
Endlich Euripides schwatzt ein sophistischer Rhetor am Markte. 


A. W. SCHLEGEL. 


of wey yap apxator woAiTiK@s emolouy A€yovTas, oi Se viv pnTopiKas. 
ARISTOTELES. 


Like as many substances in nature, which are solid, do putrify and 
corrupt into worms ; so it is the property of a govd and sound know- 
ledge, to putrify and dissolve into a number of subtle, idle, unwholesome, 
and, as I may term them, vermiculate questions. which have indeed a 
kind of quickness, and life of spirit, but no soundness of matter or 
goodness of quality. Bacon, 


Evrrerpes, the son of Mnesarchus, was born in the island 
of Salamis, on the day of the glorious sea-fight (B.c. 480).? 
His mother, Clito, had been sent over to Salamis with the 
other Athenian women when Attica was given up to the 
invading army of Xerxes ;” and the name of the poet, which 
is formed like a patronymic from the Euripus, the scene of 
the first successful resistance to the Persian navy, shows — 


1 Diog. Laert. 0. 45: fuépa Kal” hy of “EAAnves évauudxouv ev Sarapivi. 
Plutarch, Sympos. Vu. 1; éréx6n Kal” hy Tucpav oi “EAAnves erpevayto 
tous Tépoas. Suidas, The Parian marble places his birth five years 
earlier, and we shall see in the passage of Aulus Gellius, quoted below, 
that his age was not known with certainty while he was yet alive. 

2 He belonged properly to the deme Phlyz of tlie Cecropid tribe, but 
he, perhaps, had some land in Salamis, and sometimes resided there. 
‘‘Philochorus refert,” says Aulus Gellius, “in insula Salamine spe- 
luncam esse tetram et horridam, quam nos vidimus, in qua Euripides 
tragoedias scriptitarit.” Noct, Att. xv. 20. (Whenever we lave quoted 
no otlier authority, it will be presumed that we refer either to the life 
of Euripides by Thomas Magister, or to the anonymous life published 
by Elmsley, from the Ambrosian MS§., and printed at the end of his 
edition of the Bacchz.) 
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that the minds of his parents were full of the stirring 
events of that momentous crisis. His father was certainly 
a man of property, else how could his son have been a pupil 
of the extravagant! Prodicus? It would appear that he 
was also born of a good family.? But this is no argument, 
as Philochorus supposes,* against the implications of Aris- 
tophanes* and the direct statement of Theopompus® that 
his mother was a seller of herbs; for it is quite possible that 
his father may have made a marriage of disparagement. 
Like Sophocles, he was well educated. He attended the 
lectures of Anaxagoras, Prodicus, and Protagoras; and was 
so well versed in the gymnastic exercises of the day, that he 
gained two victories in the Eleusinian and Thesean athletic 
games when only seventeen years old. Mnesarchus had 
intended that he should enter the lists of Olympia among 
the younger combatants, but some objection was raised 
against him on the score of age, and he was excluded from 
the contest.6 To his other accomplishments he added a 
taste for painting, which he cultivated with some success; a 
few specimens of his talents in this respect were preserved 

1 See Rhein. Mus. for 1832, p. 22 foll. 

2 Athenzus, x. p. 424. 3 Apud Suid. Edpun. 

4 TpomnAakiCouevas épao’ buas brd 

Evpirldov, Tod THS AaxavoTwAntplas. Thesmoph. 386. 
Again, speaking of Euripides, the female orator says— 

“Aypia yap jmas, & yuvaikes, dpa kaka, 

“AT év ayploiot Tots Aaxavots avTds Tpagels. 455. 
Dicopolis, in the Acharnians, among his other requests, says to 
Euripides—- 

Sedvdind por dds, untpdbev Sedeypevos. 454. 
The same insinuation is more obscurely conveyed in the Equites— 
Nik. mas kv ovY TOTE 
Efroww dy aitd 7Ta KouWevpiTi Kas; 
Anu. Mf por ye, wn molt, wy OtagkavdiKkions. 17. 
And in the Rane: 
Aisx. “AAnOes, & wai Tis dpovpats Beod; 839. 

5 «Wuripidis poete matrem Theopompus agrestia olera vendentem 
victum quesisse dicit.’ Noct. Att. xv. 20. 

8 “Mnesarchus, roboratoexercitatoque filii sui corpore, Olympiam cer- 
taturum inter atliletas pueros deduxit. Ac primo quidem in certamen 
per ambiguam etatem receptus non est. Post Eleusinio et Theseo 
certamine pugnavit et coronatusest.” Aul. Gell. Noct. Att. xv. 20. 
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for many years at Megara. He brought out his first 
Tragedy, the Peliades, in (B.c.) 455,‘ consequently at an 
earlier age than either of his predecessors. He was third 
on this oceasion, but gained the first prize fourteen years 
after,? and also in 428 B.c., when the Hippolytus was re- 
presented,’ though he does not appear to have been often so 
successful. His reputation, however, spread far and wide, 
. and if we may believe Plutarch, some of the Athenians, who 
had survived the disastrous termination of the Syracusan 
expedition, obtained their liberty or a livelihood by reciting 
and teaching such passages from the poems of Euripides as 
they happened to recollect.® We shall show by-and-by 
that Euripides was one of the advocates for that expedition; 
and we are told that he wrote a funeral poem on the 


1 Arund, Marble, No. 61. It appears, however, that he had applied 
himself to dramatic composition before this. Aul. Gell. xv. 20. See 
Hartung, Euripides Restitutus, 1. pp. 6. sqq. 

2 Arund. Marble, 61. 

3 Argument to the Hippol.: éb:5ax6n émt ’Auelvovos &pxovTos oAup- 
mad: wC' eres TeTApTH. MpwTos Evpimidys’ Sevtepos lopay* tpiros “Iwy. 

4 Suidas says he gained only five victories, one of which was with a 
posthumous play. 

5 “Evo. 5 Kal 5° Evpimldny éowOnoav. Madore yap, ds Coie, TaV evTos 
‘EAAjvav énd0noar avtod Thy podcay of mepl SiceAlav’ Kal mikpa ToY 
adixvoupevay Exaotote Selypuata kal yevpata KouilovTay exuavOavoytes, 
ayarnt@s petedidocav adAAtAos. Téte youv pact Tav cwhevtwy olkade 
cuxvos iomdcacba Tov Evpimldny piroppdvws, kat SinyeioOat Tos per, 
drt Sovdevortes adelOnoav, exdidatavtes, boa Taev éxelvou TommpaTov 
éueuvnvto, tous 5, Ott TAavemevor ueTa THY MAXNY, Tpop]s Kal datos 
petéAaBoy Tay eddy aoavtes. Ov Set 57 Bavud (ew, bt Tovs Kavvlous 
pact, rAoiov mpoopepouevov Tois Améow, br AnoTpidwy Siwkomévou, Hy 
déxe8ar Td mpwroy GAN ameipyew* elra mévTot SiamvyPavopevous, et 
yweokovow aovata Tav Evpimidov, dnodvtev, éexelvwv, ofrw mapeivat 
katayayeiv 7) tAotov. Plutarch, Nic/as, cxxtx. We have perhaps an 
additional proof of the lasting popularity of Euripides in Syracuse in 
the fact that Archomelus, who composed an epigrain in B.c. 220, on the 
great ship of Hiero (Anth. Pal. Appendix 15), and who was therefore 
more or less connected with Sicily, writes thus on the poet’s inimitable 
excellence (Anth. Pal. vit. 50, p. 321): 

Thy Evpimdéw unt epxeo ur’ émiBadrdov, 
dvaBatoy avOpérots olwov, ao.dobéTa, 

Acin wév yap idety Kal erixpotos* ty dé Tis avThy 
eis Balyn, xaderod tpnxuTépyn oKdAOTOS* 

hy 5€ 7a Mndelns Ainrldos kxpa yapdéns, 
Guviuwv Kelon vépbev’ %a orepdvous, 
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Athenian soldiers who fell in Sicily. Late in life he retired 
to Magnesia, and from thence proceeded to Macedonia, 
where his popularity procured him the protection and 
friendship of King Archelaus. It is not known what 
induced him to quit Athens, though many causes might be 
assigned. ‘The infidelity of his two wives, Melito and 
Cheerila, which is supposed to have occasioned the miso- 
gynism for which he was notorious, may perhaps have made 
him desirous of escaping from the scenes of his domestic 
discomforts, especially as his misfortunes were continually 
recalled to his remembrance by the taunts and jeers of his 
merciless political enemy, Aristophanes.’ Besides, he ap pears 
to have been very intimate with Socrates and Alcibiades, the 
former of whom is said to have assisted him in the composi- 
tion of his Tragedies ;? and when Alcibiades won the chariot- 
race at Olympia, Euripides wrote a song in honour of his 
victory. That Socrates was, even at this time, very un- 


1 Ran. 1045: 
Eurip. OVSE yap jy Tis "Adppodirns ovdév cor’ 
schyl. pndé y éretn. 
"AAX’ el gol To Kal Tots ort TOAAH TWOAAOD *riKaP7TO. 
“Note ye Kavtév oe kat’ oby €Badrev, 

Bacchus. Ny Tov Ala TodTo yé ToL df" 
“A yap és Tas GAAoTplas éwoles, adTdS TUTOLTLY ETAHYNS. 

2 “TLaertius (in Socrat.) has preserved a couplet which cunningly 
brings this charge: 

bpuyes, orl Kawdyv dpaua toir’ Evpinldov, 
*M Kal ta ppiyav brorlno: Swxpdrns. 

“ Allusion is made to the same imputation in a line of Antiphanes 

(Athen. Iv. 134): 

‘O 7a Kepddraia cuyypdpwyv Edpintdn, 
where kepdAaa are the sententious sayings which Socrates was reputed 
to have furnished. lian (Var. Hist. u. 13) states that Socrates 
seldom went to the theatre except to see some new Tragedy of 
Euripides performed. 

“This philosophising in his dramas gave Euripides the name of the 
stage philosopher: ‘ Euripides, auditor Anaxagore, quem philosophum 
Athenienses scenicum appellaverunt.’ Vitruy. vi. in pref.’—Former 
Editor. Sce Dindorf, in Poet. Scen. p. 574. 

5 Plutarch, Aleibiad. ¢. x1.: Aéyer & 6 Edperldns ev 7H dopatt Tada 

Se F deloouar, &@ KAewlov rai. 
KaAdby & vika’ KdAAtoTov & 3 
Mndels &AAOS ‘EAAGYov 
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popular, is exceedingly likely ;! and Alcibiades was a con- 
demned exile. Perhaps, then, Euripides only followed the 
dictates of prudence in withdrawing from a country where 
his philosophical,’ as well as his political sentiments, ex- 
posed him to continual danger. At the court of Archelaus, 
on the contrary, he was treated with the greatest dis- 
tinction, and was even admitted to the private counsels of 
the king. He wrote some plays in Macedonia, in one of 
which (the Bacche) he seems to have been inspired by the 
wild scenery of the country? where he was residing; and 
the story, according to which he is torn to pieces by dogs,* 
just as his hero Pentheus is rent asunder by the infuriated 
Bacchanals, arose perhaps from a confusion between the 
poet and the last subject on which he wrote. It is clearly 
a fabrication, for Aristophanes in the Frogs would certainly 
have alluded to the manner of his death, had there been any- 
thing remarkable in it. He died B.c. 406, on the same day 
on which Dionysius assumed the tyranny. He was buried 
at Pella, contrary to the wishes of his countrymen, who 
requested Archelaus to send his remains to Athens, where 
however a cenotaph was erected to his memory with this 
inscription : 


Mvapa pev “EAs Graco’ Eipumidov’ ooréa 8 toxe 
Ty Maxedav" 9 yap défato téppa Biov. 
Ilatpis & “EAAdéos “EAXds, “AGqvau' rAciora d& Movoas 


Tépwas, éx mohA@v Kai Tov erawov ext. 


Euripides was the last of the Greek Tragedians properly 


“Apuatt mpata Spaueiv Kal devrepa 
Kal tpita Bava 8 amovnti, 

Tpis oredOer7 eAata 

Kapuxt Body mapadovvat, 

! Archelaus invited Socrates also to his court. Aristot. Rhet. 1. 23. 

2 Aristot. Rhet. 111. 15. 

3 See Elmsley on the argument, p. 4. In vy. 400 we should read 
TieAAav for Madov. 

* Hermesianax Colophonius (Athen. xr. 598); Ovid, Ibis, 595; 
Aul. Gell., Noct. Attic xv. 20; Val. Max., rx. 12,—Pausanias (I. p. 3) 
seems to doubt the truth of the common account. Dionysius Byzantius 
expressly denies it (Anthol. 111. 36). 

5 See Clinton, F’. H. 1. p. 81. 
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so called. ‘The sure sign of the general decline of an art,” 
says an able writer, “is the frequent occurrence, not of 
deformity, but of misplaced beauty. In general Tragedy is 
corrupted by eloquence, and Comedy by wit.”? This 
symptom of the decline of Tragedy 1s particularly con- 
spicuous in Euripides, and so much of tragical propriety is 
given up for the sake of rhetorical display, that we some- 
times feel inclined to doubt whether we are reading the 
works of a poet ora teacher of elocution.’ It is this quality 
of Euripides which has in all ages rendered him a much 
greater favourite than either Aeschylus or Sophocles ; it is 
this also which made the invention of Tragi-comedy by him 
so natural and so easy ; it is this which recommended him to 
Menander as the model for the dialogue of his New Comedy; 
and it is for this that Quintilian so strongly recommends 
him to the notice of the young aspirant after oratorical fame.* 
In the Middle Ages, too, Euripides was infinitely better 
known than the two other great Tragedians; for the more 
un-Greek and common-place and rhetorical and hair-splitting 


1 Lord Macaulay in the Edinburgh Review, No. xc. p. 278. 

2 Euripides seems to have been quite prepared to defend the 
long speeches which he introduces into his plays. In the Orestes, 
where there is a complete rhetorical avtiAoyia, he makes his hero 
say (640): 


Adyouw by Hdn° Ta maxpa THY cuiKpav Adywr 
erimpoobey éott Kal capi maddov KAveL. 


3 “Sed longe clarius illustraverunt hoc opus Sophocles atque Euri- 
pides; quorum in dispari dicendi via uter sit poeta melior, inter 
plurimos queritur. Idque ego sane, quoniam ad presentem materiam 
nihil pertinet, injudicatum relinquo. L[llud quidem nemo non fateatur 
necesse est, iis, qui se ad agendum comparant, utiliorem longe Euri- 
pidem fore. Namque is et in sermone (quod ipsum reprehendunt, 
quibus gravitas et cothurnus et sonus Sophoclis videtur esse sublimior) 
magis accedit oratorio generi: et sententiis densus, et in lis, que a 
sapientibus tradita sunt, pene ipsis par, et in dicendo ac respondendo 
cuilibet eorum, qui fuerunt in foro diserti, comparandus. In «affectibus 
vero cum omnibus mirus, tum in iis, qui miseratione constant, facile 
precipuus. Hunc et admiratus maxime est (ut spe testatur) et 
secutus, quamquam in opere diverso, Menander.” Inst. Orat. X. I. 67. 
C. J. Fox remarks (Correspondence, edited by Lord John Russell, 
11. 178) that of all poets Euripides appeared to him the most useful 
for a public speaker. 
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tke former was, the more attractive was he likely to prove 
in an age when scholastic subtleties were mistaken for elo- 
quence, minute distinctions for science, and verbal quibbles 
for sure evidences of proficiency in the ars artium.! We can- 
not wonder then that Dante, who calls his Latin Aristotle 
“the master of those that know,” and an Italian version 
of Moralia “‘ his own Ethics,’* should make no mention of 
ZEschylusand Sophocles in his survey of the shades of departed 
poets, but should class the rhetorical Euripides and the no 
less quibbling Agathon among the greatest of the poets of 
Greece.* But if it be easy to explain how the quasi-philo- 
sophical character of Euripides gained him so much popu- 
larity among his less civilised contemporaries, the Sicilians 
and Macedonians, and among the semi-barbarous Europeans 
of the Middle Ages, we shall have still less difficulty in 
explaining how he came to be so unlike the two great 


1 In one form of verbal quibbling, the habit of punning on similar 
sounds, Euripides is not more responsible than Auschylus and Sophocles, 
and Shakspere has followed them in this respect. Valckenaer says (ad 
Phen. p. 187): “Amat Tragicus noster éruyodoyety, atque ob eam 
insaniam merito quoque fuit a comicisirrisus.” This exclusive censure 
of Euripides is answered by Lobeck (ad Soph. Aj. 430); see also 
Elmsley on Eurip. Bacch. 508. And the practice is so common in all 
the tragedians that it furnishes a constant problem for the ingenuity 
of translators, who are not always very happy in their substitutions of 
English for Greek in reproducing this play upon words, For instance, 
it is absurd in Ausch. Agam. 671, to translate the play upon the name 
of Helen in the epithets éAévaus, EAavdpos, éA€mToAts, by “a Hell to 
ships, a Hell to men, and a Hell to cities;” for this does not really 
recall the proper name: if we said ‘‘a knell to ships,’ &c., we should at 
any rate have a reference to a common abbreviation of the name 
Helen (Nell). Similarly in Euripides, Bacchx, 367: Mevéebs 8 Orws 
bh mevOos eicoicer Sduois Tots coiot, might be rendered: ‘ Take heed, 
lest Pentheus makes your mansion a penthouse of grief,” instead of 
seeking a longer paraphrase. And a similar rendering might apply 
to v. 508. 

SUI INe 131. 

3 Inf. x1. ¢o, referring to Aristot. Eth. vu. 1. That Dante read 
Aristotle’s Etlics in the Italian translation of Taddeo d Alderotto, 
surnamed /’Ippocratista, may be inferred from the Convito, 1. 10, p. 39. 

4 Purgat. xxi. 106: 

“ Euripide v’ & nosco e Anacreonte, 
Simonide, Agatone, e altri pitie 
Greci che gia di lauro ornar la fronte.” 
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writers who preceded him; one of whom was in his later 
days the competitor of Euripides. We have already insisted 
at some length upon the connection between the actors of 
Sophocles, Alschylus, and their predecessors, and the 
Homeric rhapsode. Now the rhapsodes were succeeded by 
a class of men whom, for want of a more definite name, it 
has been customary to call sophists,! and sometimes the 
sophist and the rhapsode were united in the same person: 
indeed so completely were they identified in most cases, 
that Plato makes Socrates treat Hippias the sophist, who 
was also a rhapsode, and Ion the rhapsode, who seems to 
have been a sophist too, with banter and irony of precisely 
the same kind. Since, then, Euripides was nursed in the 
lap of sophistry, was the pupil and friend of the most 
eminent of the sophists, and perhaps to ail intents a sophist 
himself, we cannot wonder that he should turn the rhapso- 
dical element of the Greek Drama into a sophistical one: 
in fact, the transition was not only natural, but perhaps 
even necessary. It may, however, be asked, how is this 
reconcilable with the statement that Socrates assisted 
Euripides in the composition of his Tragedies? for Socrates 
was, if we can believe Plato’s representation of him, the 
sworn foe of the sophists. We answer that Socrates was, 
in the more general sense of the word, himself a sophist ; 
his opposition to the other sophists, which has probably 
been exaggerated by his pupils and apologists, to whom we 
owe nearly all we know about him, is no proof of a radical 
difference between him and them: on the contrary, it is 

roverbial that there are no disagreements so rancorous and 
implacable as those between persons who follow the same 
. trade with different objects in view. That Socrates was the 
least pernicious of the sophists, that if he was not a good 
citizen, he was at least an honest man, we are very much 
disposed to believe ; but in the eyes of his contemporaries 
he differed but little from the rest of the tribe: Aristophanes 
attacks him as the head of the school, and perhaps some 
of the comedian’s animosity to Euripides may have arisen 

1 The young student will find some interesting remarks on these 


personages in Coleridge’s Friend, vol. m1. p. 112 foll. See also the 
articles on Prodicus in Nos. 1. and trv. of the Rhein. Mus. 1832. 
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from his belief that the tragedian was only a Socrates and 
a sophist making an epideizxis in iambics.* 

Euripides was not only a rhetorical sophist. He also 
treated his audience to some of the physical doctrines of his 
master Anaxagoras.” For instance, he goes out of his way 
to communicate to them the Anaxagorean discovery, that 
the sun is nothing but an ignited stone:? he tells them 
that the overflowing of the Nile is merely the consequence 
of the melting of the snow in Aithiopia,* and that the ether 
is an embodiment of the Deity.® 

In his political opinions Euripides was attached to Al- 
cibiades and to the war party; and in this again he was 
opposed to Aristophanes, and, we may add, to the best 
interests of his country. He endeavours to inspire his 
countrymen with a contempt for their formidable enemies 
the Spartans,® and with a distrust of their good faith ;’ in 
order that the Athenians might not, through fear for their 
prowess, scruple to continue at war with them, and might, 
through suspicion, be as unwilling as possible to make 
peace. We find him also united with the sophist Gorgias 
and the profligate Alcibiades in urging the disastrous ex- 
pedition to Sicily; for he wrote the Trilogy to which the 
Troades belonged, in the beginning of the year 415,® in 
which that expedition started, manifestly with a view to 
encourage the gaping quidnuncs of the Agora to fall into the 
ambitious schemes of Alcibiades, by recalling the recollec- 
tion of the success of a similar expedition, undertaken in 
the mythical ages; and it has been conjectured that his 


' Aristophanes speaks of him thus: 


bre 5) KaTHAG Evpimlins émedelxvuto 
Tots AwmodUTas, K.T.A. Ranx, 770. 


2 On the allusions which Euripides makes to the philosophy of 
Anaxagoras, the reader of this poet should consult Valckenaer’s 
Diatribe. pp. 25—58. 

3 Orest. VI. 984, and the fr. of the Phaéthon. 

4 Helen. 1—3, fr. of the Archelaus. 

5 Troad. 878 sqq- 

6 For instance, in his ridiculous exhibition of Menelaus in the Troades, 
and in the Orestes. See particularly Orest. 717 sqq.; Androm. 590. 

7 Andromache, 445 sqq. 

8 See Clinton, F. H. I. p. 75. 
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wiser opponent wrote the Birds in the following year to 
ridicule the whole plan and its originators.? 

Besides obliterating the genuine character of the Greek 
Tragedy, by introducing sophistry and philosophy into the 
dialogue, Euripides degraded it still further by laying aside 
all the dignity and xadoxdya6ia which distinguished the 
costumes and the characters of Aschylus and Sophocles, 
by vulgarising the tragic style,? by introducing rags and 
tatters on the stage,? by continually making mention of the 
most trivial and ordinary subjects,* and by destroying the 
connection which always subsisted, in the perfect form of 
the drama, between the chorus and the actors.5 With 
regard to his system of prologues, which Lessing most: 
paradoxically considers as showing the perfection of the 
drama, we need only mention that Menander adopted it 
from him, and point to the difference between this practice 
and that of Aischylus, Sophocles, and Shakspere, in order 
to justify the ridicule which Aristophanes unsparingly 
heaps upon them as factitious and unnecessary parts of 
a Tragedy. 

Like the other sophists, Euripides was altogether devoid 
of religious feelings ; his moral character will not bear a 
searching scrutiny ; and, unlike the good-tempered, cheerful 
Sophocles, he displayed the same severity of manner which 
distinguished his never-smiling preceptor Anaxagoras. On 
the whole, were it not for the exceeding beauty of many of 
his choruses, and for the proof which he occasionally ex- 
hibits of really tragic power, we should be unable to under- 
stand the admiration with which he has inspired the most 
cultivated men in different ages; and looking at him from 
the point of view occupied by his contemporaries, we must 
join with Aristophanes, not only in calling him, what he 


1 See J. W. Siivern’s interesting Essay on the Birds of Aristophanes. 

2 See Miller, Hist. Lit. Gr. 1. p. 336 [483]. In Hereul. Fur. 859, it 
is clear that orddia Spayodma:, the reading of Flor. 2, is a gloss on the 
genuine otadiodpoujow, which ought to be restored. And in Electr. 
641, we ought certainly to read 7AdAake 8 ws Ovnckwy dye. 

3 Ran, 841 sqq. * Ib, 980 sqq. 

Kal rbv xopdy S& eva det irodaBeiv Tay bmoKpitav Kal pdpiov elvat 

Tov dAov, kal cuvaywriCerOat, wh owep Evpimldns, GAN owep ZopokAgs. 
Aristot, Poet, XVIII, 21. 
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undeniably was, a bad citizen’ and an unprincipled man, 
but also in regarding him as a dramatist who degraded 
the moral and religious dignity of his own sacred profession. 
At the best, he is one of those poets who appear to the 
greatest advantage in selections of elegant extracts. ‘“ His 
works,” says an eminent critic,’ “must be regarded less in 
their entirety than in detail. In single passages there is 
much that in itself is excellent, deeply moving, and masterly, 
which, if part of a whole, is liable to censure. We might 
almost maintain that, with Euripides, those very parts are 
most beautiful which he introduced as superfluous additions, 
merely because he could not resist the temptations offered 
by certain situations; though indeed it sometimes happens 
that the overabundant heaping-together of materials im- 
pedes the development of the individual parts, and that the 
episodes fail in making their due impression from a want of 
proper extension. Tragic effect to be perfect requires com- 
pleteness in preparation, development, and solution; but 
for this there is frequently a want of room with Euripides. 
In the Troades, for instance, there is such a quantity of 
matter that the death of Polyxena can only be narrated in 
a few words. Thus, in this Tragedy the effect of the tragic 
incidents is destroyed by the overabundance which makes 
them neutralise each other.’ In accordance with these re- 
marks the same author has very ably contrasted the feebler 
art of Euripides with the rude vigour of Aschylus and the 
graceful dignity of Sophocles. “ If,’ he says,° “ we take a 
comparative view of the heroes of Greek Tragedy, we find 
that in Aschylus the mighty subject-matter is not always 
satisfactorily developed—that in Euripides the luxuriance 
of the matter often predominates over the form—that in 
Sophocles, on the contrary, the matter is so completely pro- 
portionate to the form that, with all its abundance, it 
adapts itself without constraint, and, as it were, of its own 

1 On the connection of Euripides and Socrates with the mischievous 
Girondism of the middle-class party at Athens, we have written else- 
where (Quarterly Review, No. cLxi. vol. 71, p. 116; continuation of 
Miiller’s Hist. Lit. Gr. vol. 11. p. 165, new ed.). 

2 F. Jacobs, Hellas, or the home, history, literature, and art of the 


Greeks. 'I'ranslated by J. Oxenford, p. 235. 
3 Hellas, p. 236. 
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accord, to the law of order. With the first nature is grand 
and powerful, but art is somewhat unwieldy; with the 
second art is somewhat too lax and pliant; with Sophocles 
art rules over a free and beautiful nature. Aisehylus pays 
homage to grandeur without grace : Euripides only seeks the 
fascinating: Sophocles combines dignity and beauty in in- 
timate union. ‘The first fills us with words, the second with 
compassion, Sophocles with noble admiration. The whole 
plan of their works corresponds to their different aims. 
Aéschylus, at the very commencement, often raises himself 
to a height which only his own gigantic mind can hope to 
surmount; Sophocles leads us on gradually; Euripides, 
through successive sections, repeats the same tones of 
touching sorrow. Aischylus proceeds rapidly from his pre- 
paration to the catastrophe; Sophocles, as he approaches 
the catastrophe retards his steps ; Euripides, with uncertain 
tread, pursues an uncertain goal, rather heaping up mis- 
fortune than rendering it more intense. -Aschylus is simple 
without art: with Sophocles simplicity is a result of art: 
with Euripides variety often predominates to the injury of 
art. The mighty and extraordinary events which are the 
focus of the action with his predecessors, are often with 
Euripides no more than strengthening rays, and the in- 
cidents are not unfrequently more tragical than the cata- 
strophe. The immolation of a daughter torn from her 
mother’s arms, the murder of an innocent boy, the voluntary 
death of a wife on her husband’s funeral-pile, the sacrifice 
of a youth for his country, of a maiden for her family,—all 
these with Euripides are mere incidents of the action.”? 
Thanks to accident, or the corrupted taste of those to 
whom we owe all of ancient literature that we possess, the 
remaining plays of Euripides are more than all the extant 
dramas of Aischylus and Sophocles taken together. Of his 
many compositions fifteen Tragedies,’ two T'ragi-comedies,? 


1 There is a severe criticism on Euripides in the Foreign Quarterly 
Review, No. xtvu1. Professor Blackie refers to this article as his own 
(4ischylus, I. p. xxxvii). Schlegel’s comparison of the related plays of 
the three Tragedians is given in an Appendix to this chapter. 

2 Or 16, if the Rhesus is reckoned one of his. 

* The Orestes and the Alcestis, 
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and a satyrical drama! have come down to us; and the frag- 
ments of the lost plays are very numerous. 

It appears that Euripides, like the other two great tra- 
gedians, exhibited his dramas in Tetralogies, and in more 
than one instance we have among his extant plays those 
which formed a portion of the same theatrical representation. 
We do not, however, derive much advantage from this. 
His Tetralogies were not, like those of Aischylus, bound 
together by a community of subject and treatment, and 
except as a chronological fact, the juxtaposition of particular 
dramas is quite unimportant to the reader of his works. 

The order in which the extant plays of Euripides were 
produced may be ascertained to a certain extent either 
from direct statements resting on the didascalize or from 
internal evidence. In making a few remarks on the par- 
ticular plays we shall be content in the main with the 
results of the most recent and elaborate investigation of 
the subject.’ 

The earliest extant play of Euripides is the Bhesus, 
which, as we have already mentioned, has been attributed to 
Sophocles, and regarded as one of his earliest dramas. On 
the other hand, it has been supposed that four actors are 
required in the scene in which Paris appears immediately 
after Diomedes and Ulysses have left the stage, and while 
Athena is still there; and it has been suggested accord- 
ingly that it belongs to the later Athenian stage, perhaps 
te the school of Philocles.* It must be confessed that there 
are serious objections to its genuineness ;> but Euripides 
certainly wrote a play called the Rhesus, which Attius 
imitated in his Nyctegersis,° and it is expressly stated that 
this was one of his earliest efforts.’. That the present play 
was this juvenile production has been warmly maintained 


1 The Cyclops. 

2 J. A. Hartung, Euripides Restitutus, vol. 1. 1843; vol. 11. 1844. 

3 Gruppe, Ariadne, pp. 285 sqq. 

* Miiller, Hist Lit. Gr. 1. p. 501, note. 

5 Valekenaer, Diatribe, 9, 10; Hermann, Opuse. 1. pp. 262 sqq. 

6 Hartung, I. p. 15. ‘ 

7 Crates, ap. Schol. Rhes. 575: Kpdatns ayvoeiy pnaot roy Eipimldny 
Thy wept Ta peTéewpa Oewpiay bia Td veov Ett ely, STE Tov “PHaov 


edidacke, 


EURIPIDES. 161 


by two of the admirers of Euripides,’ and it has been re- 
ferred to the year B.c. 466.? 

The undoubtedly genuine Drama, which bears the name 
of Alcestis, was acted as the after-piece to the Trilogy of 
the Cresse, the Alemeon in Psophide, and the Telephus, in 
B.C. 438.3 Though the main incident, the voluntary death of 
Alcestis as a vicarious substitute for her husband Admetus, 
is eminently pathetic and tragical, the character of Hercules 
is conceived in the spirit of comedy, and the rescue of 
Alcestis from the grave nullifies all the emotions excited by 
the first part of the play. 

The Heracleide is referred to the period immediately 
before the Peloponnesian war B.c. 434, and is supposed to 
allude in many passages to the divine assistance on which 
the Athenians could rely, and to the probable discomfiture 
of any presumptuous invaders.* It is conjecturally placed in 
the same Tetralogy with the Peleus and Ageus, and the 
satyrical drama Eurystheus.® The subject of the piay is the 
generous protection which the Athenians accorded to the 
Heracleide, and the incident of the sacrifice of Macaria is 
introduced to give some special pathos to a piece which is 
otherwise somewhat tame and common-place. 

Jt is known that the Medea was acted in the archonship 
of Pythodorus, B.c. 431, and that it was the first play of a 
Tetralogy which included the Philoctetes, Dictys, and the 
satyrical drama of “the Reapers ” (cpiorai).6 The Medea 
is the most faultless of the dramas of Euripides, and has 
really many excellences. Its object is to depict the jealousy 
of a divorced and outraged wife, and the dreadful vengeance 
which she exacts on the rival who has superseded her. It 
has been well remarked" that “the scene which paints the 
struggle in Medea’s breast between her plans of revenge 
and her love for her children will always be one of the 
most touching and impressive ever represented on the 

1 Vater, Vindiciz Rhesi, and Hartung. 

2 ‘Hartung, I. p. 8. 

5 See the didascalia in Cod. Vatic. quoted above, p. 82, note 4. 

‘ Hartung, 1. pp. 288 sqq. Miiller, Hist. Gr. Lit. 1. p. 488 (new ed.), 
refers it to the time of the battle of Delium, B.c. 421. 

5 Hartung, p. 289. § Argum. Med. 

7 Miiller, Hist. Lit. Gr. 1. p. 485 (new, ed.). 

M 


162 EURIPIDES. 


stage.’ Its dramatic value is proved by the success of 
the modern plays and operas in which the injured wife 
murders, or intends to murder her children, as an appro- 
priate punishment of a faithless husband.? 

Euripides obtained the first prize with his Hippolytus 
Crowned in the archonship of Ameinon or Epameinon, B.c. 
4282 This play, like the Medea, has been revived with 
ereat success on the modern stage,® and in spite of great 
faults, it produces a considerable effect on the reader. The 
plot turns on the criminal love of Phedra for her step-son 
Hippolytus, the Joseph of classical mythology. As in the 
similar cases of Bellerophon and Peleus, the scorned and 
passionate woman seeks the ruin of the chaste young man, 
but in this instance she also commits suicide. The father, 
Theseus, is induced to believe in his son’s guilt. And the 
innocent hero is torn to death by his own steeds, who are 
frightened by sea-monsters sent against them by Neptune, 
and his death having been thus effected by the malice of 
Aphrodite and the blind compliance of the sea-god, the 
chaste goddess Artemis appears ex machina to do poetic 
justice to the innocent victim. 

It has been conjectured that the Cyclops, our only re- 
maining satyrical drama, belonged to the same Tetralogy 
as the Hippolytus, which also, it is supposed, contained the 
Bellerophontes and the Antigone.t The Bellerophontes is 
recommended for this juxta-position by its similarity of 
subject, with of course a difference of treatment. The 
Antigone of Euripides had a fortunate termination, as 
far as Hemon and the heroine were concerned,® and the 

1 It is only necessary to mention the Tragedy Meédée and the operas 
Medea and Norma. 

2 Argum. Hippol. 

3 In Racine’s Phédre. The great French dramatist says, in the 
preface to his play: “Je ne suis point étonné que ce caractére (de 
Phédre) ait eu un succes si heureux du temps d’Euripide, et qu’il ait 
encore si bien réussi dans notre siecle, puisqu’il a toutes les qualités 
qu’ Aristote demande dans le héros de la tragédie, et qui sont propres & 
exciter la compassion et la terreur.” 

4 Hartung, I. pp. 385 sqq. 

5 Aristoph. Byz. in Argum. Antig. Soph. ; netrat 3& 7} pvOorotta Kal 
map Evpimidn ev Avrvydvn’ TAiy exet dwpaberoa mera TOD Aiuovos SidoTa 
mpos yduov kowwvlay kat Tiere: Tov Maiuova, 
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fragments seem to point to a tyranny of love, which is quite 
at variance with the moral of the Hippolytus.1 In general 
there is very little reason for connecting the two plays. 
The Cyclops is placed at the same epoch with the Hippolytus, 
because it seems to have been acted before the expedition to 
Syracuse ;? but this is a very slender argument. The plot 
of the Cyclops, of which we have given an analysis in a sub- 
‘sequent chapter, is merely a dramatic version of the adventure 
with Polyphemus in the ninth book of the Odyssey. 

The Jon is referred*® to about B.c. 427, because it alludes 
unmistakably to the porch at Delphi, which the Athenians 
decorated as a memorial of Phormio’s victories,* and actually 
mentions Rhium, where the trophy stood;® it probably 
alludes also to the relations between Athens and their 
colonists on the coast of Asia Minor,® which had become very 
critical in the 88th Ol. The plot of the Zon is interesting, 
and ingeniously developed. It turns on the recognition by 
Creusa of her own son by Apollo in the young priest Ion, 
whom she had endeayoured to poison by the instrumentality 
of a faithful domestic, under the belief that he was the 
child of her husband Xuthus, and a bastard intruder on 
the ancient honours of her family. That the Jon was ex- 
hibited in the same Tetralogy with the Ino and Erechtheus, 
and the satyrical drama Sciron, is inferred from considera- 
tions more or less precarious.” 

The date of the Hecuba is fixed to B.c. 424 by two 
parodies of its language in the Nubes of Aristophanes,* 
which show that it must have appeared before B.c. 423, 
and by a reference in the play itself* to the sacred rites of 
Delos, which the Athenians took into their own hands in 


1 See Fragments, v1. and vu. 2 Hartung, I. p. 388. 
3 By Bockh, de Gr. Trag. Prine. p. 191. 

4 Ton, 184 sqq. 5 vy. 1592. 

i Pea do) ot TavSe F ad 


maides yevouevor ty xpdvy mempwuevy 
KuKAGOas éroikijoovct vnoatas TéAeLs 
XeEpoovs Te Tapddous b aOévos Thum xOovt 
didwouw, 


7 Hartung, I. pp. 451 sqq. 8 718, 1165. 
® 466 sqq. an 
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B.c. 425. So that the play must have fallen between these 
two years! And it is conjectured? that the other plays of the 
Tetralogy were the Alemena or Licymnius, Pleisthenes, or the 
Pelopide, and the satyrical drama called Theseus, the latter 
of which must have been of similar import to the Sciron of 
the immediately previous Tetralogy. 

The Hecuba, which has always been one of the most 
popular plays of Euripides, introduces the aged queen of 
Troy as a marked and vigorous character. After her 
daughter Polyxena has been torn from her to be sacrificed at 
the tomb of Achilles, the corpse of her only remaining son 
Polydorus is cast up by the waves, and she learns that he 
has been murdered by the treacherous king of Thrace, 
Polymestor, to whom he had been intrusted along with 
some treasure. She entices the perfidious wretch and his 
children into her tent, and there slays them and puts out 
his eyes; and she then successfully defends her act when 
called to an account before Agamemnon. Besides the 
character of Hecuba, who appears as a sort of philosopher 
of the Euripidean school, the noble resignation of Polyxena 
is made to interest the spectators by a display similar to 
that which we ijind in the Heracleide and the Iphigenia 
at Aulis. 

Some allusions to the inconveniences of old age® place the 
Hercules Furens among the later compositions of Euripides, 
and certain references to his wish for peace with Thebes 
and Sparta* strengthen the hypothesis that the play was 
acted about B.c. 422. It is conjectured? that the other 
plays of the Tetralogy were the Temenides, the Cresphontes,® 


- 1 Tt is also supposed that there is an allusion to the Spartan disaster 
at Pylos in v. 649: ‘ 
; oréver 5€ Kad Tis Gud) Toy eVpooy Evpétay 
Adkawa moAvddkputos év Sduos Képa. 
2 Hartung, I. pp. 542, 546. 
3 See v. 639 sqq., especially v. 678: Er: Tor yépwyv aoidds KedAade? 
pvapoovvay, which may be compared with Auschylus, Agam. y. 104. 
4 VV. 471, 1035, 1303. 5 Hartung, 1. p. 21 sqq. 
6 The Cresphontes refers in one of the choral fragments both to the 
advancing age of the poet and his longing for peace (Fragm. Xv.): 
eipdva BablmAouTe ... 
Girds mor ober, ws xpovices, 
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and a satyrical drama called Cercyon. In many parts the 
Hercules is singularly vigorous and effective, but its dramatic 
merits are seriously compromised by its want of unity in 
the subjectandaction. The first part of the play is occupied 
with the liberation of the family of Hercules from the 
persecutions of Lycus; and then Lyssa or madness appears 
as the only explanation of the frenzy, in which Hercules 
_ slays his wife and children. 

The reference, which the chorus of the Iphigenia at 
Tauri, supposed to consist of Delian women, makes to the 
island of Delos and to the worship of Apollo there,’ may 
have been prompted by the restoration of the Delians to 
their island, which the Athenians carried out in B.c. 421 in 
obedience to an oracle ;” and if so, the play may have been 
performed about this time. It is conjectured* that the 
Phriaus, Epopeus, and Alope were the other plays of the 
Tetralogy. he Iphigenia at Tauri exhibits happier situa- 
tions and greater taste in the execution than perhaps any 
play of Euripides. The poet avoids the awkwardness of 
making the pure and elevated priestess a sacrificer of her 
unfortunate countrymen. The duty of Iphigenia is only to 
consecrate the victims,* and it has so happened that no Greek 
has been driven to the inhospitable coast before the arrival 
of Orestes.° The mutual recognition of the brother and 
sister, the plan of flight, and the deep devotion of. Orestes to 
his friend Pylades, sustain the interest of the piece, which has 
furnished materials for the greatest Tragedy of Pacuvius,® 
and for a singularly beautiful reproduction by Goethe.? 

The Supplices makes the Argive ruler contract an alliance 
with Athens, by which all his descendants are to be bound.® 
This must surely refer to the treaty between Athens and 
Argos, brought about by Alcibiades in B.c. 420. For 
Huripides and Alcibiades were in some sort of connection 
with one another. A few years previously (B.c. 424) 


de5o1ka SE ph mply mévois 

iwepBddn me yipas 

amply cav mpooideiy xapleocay Spay, k.7.A. 
1 to096 sqq. 2 Thucyd. v. 32, ef. ¢. I. 3 Hartung, 0. p. 142. 
4 v. 617 8qq. 5 v. 244 sqq. ® The Dulorestes. 
7 The Iphigenie auf Tauris, 8 y. 1192 sqq. 
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Alcibiades had won the prize at Olympia, and Euripides had 
written the ode for him.! It is probable therefore that 
Euripides might use his stage opportunities for recom- 
mending the political action of Alcibiades; and the general 
subject of the play, the services rendered by Theseus in 
procuring from the Thebans the interment of the Argive 
warriors, may have been intended to promote the newly 
established relations between Argos and Athens. The re- 
ference to the three classes in the state is quite in the 
spirit of Alcibiades himself. 

The Andromache describes the persecution of the widow 
of Hector, now married to Neoptolemus, by Menelaus and 
his daughter Hermione, the intervention of Peleus to pro- 
tect her, the abduction of Hermione by Orestes, and the 
assassination of Neoptolemus by the latter. At the end 
Thetis appears ex machina to promise the deification of 
Peleus, and the future sovranty of Andromache’s descendants 
among the Molossi. There is a distinct reference in this 
play to the deceit into which the Spartan ambassadors were 
led by Alcibiades during the negotiations of B.c. 420,3 and 
there seems little doubt that, as the Supplices reeommends 
the alliance with Argos, the Andromache favours the rupture 
with Sparta, both brought about by Alcibiades in the same 
year ; and both plays have been accordingly referred, with 
the Gnomaus and the former Autolycus, to a Tetralogy 
produced in B.c. 419.4 

It is known that the Troades was brought out in B.o. 415 
with the Aleaander, the Palamedes, and the satyrical drama 
Sisyphus.> The play refers distinctly to the expedition to 
Sicily, which sailed in this year ;° and it is not improbable 
that the whole Tetralogy was filled with allusions which 
would be transferred from the successful attack on Troy to 
ihe expected capture of Syracuse. There is no play even of 
Euripides which exhibits such a want of dramatic concen- 


1Plut. Vit. Alcibiad. ec. rr. 

2 Comp. Suppl. 247 with Thucyd. vi. 18, § 7. 

3 Comp. Thueyd. v. 45 with Androm. 445: Aéyovres HAAG pev yAdoon, 
povoivtes 8 GAAa. 

+ Hartung, It. p. 76 sqq. 

5 Alian, V. H. 11. 8. 8 y. 220. 


a See, 
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tration. It is rather a series of incidents than the proper 
development of one leading idea. The allotment of Cas- 
sandra to Agamemnon, and her prophecies; the sacrifice of 
Polyxena, dismissed with a few words, because it had 
previously appeared in the Hecuba ; the flinging of Astyanax 
from the walls of the city, and the sorrow of Andromache; 
the singular argumentation of Hecuba and Helen before 
Menelaus ; and the final picture of the conflagration of Troy, 
form an unconnected succession of scenes, any one of which 
might have been worked up by dramatic genius into a 
complete play. 
The six remaining Tragedies may be grouped in pairs. 
That the Electra and the Helena were acted together with 
the Andromeda in B.c. 412, seems to be established by an 
adequate induction. For the Andromeda was acted eight 
years before the Rane of Aristophanes,! i.e. in B.c. 412. 
Then again, the Helena was acted with the Andromeda.’ 
Finally, the conclusion of the Electra prepares the hearer 
for the new version of the history of Helen, which is given 
in the play of that name,? and the Thesmophoriazuse of 
Aristophanes, which was brought out in B.c. 411, speaks of 
“the new Helen” with distinct reference to this play.* «It 
is therefore tolerably certain that the Electra and Helena 
were connected plays, and were acted in B.c. 411. There 
is less reason for the supposition’ that the Busiris was the 
satyrical drama of this Tetralogy. In the Electra, as in the 
Helena, Euripides departs from the established traditions. 
The former heroine is married to a common countryman, 
and is exhibited as a good economical housewife. The 
motives for the murder of A’gisthus by Clytemnestra are 
purely vindictive, and instead of being justified on religious 
1 Schol. Aristoph. Ran. 53: 7 yap ’AvSpouéda oyddw ere: mpojnrat. 
2 Schol. Thesmoph. 1012: ocvvdedidaxta: yap (j ’Avdpoueda) TH “EAEvy. 
3 1280; TIpwréews yap ex Sduwv 
HKet Aurova’ Atyumtov, ovd HAdev Ppvyas* 
Zets &, Gs Epis yevorto kad pdvos Bpotois, 
elSwAov “EAevns ekémeu és ~IAuov. 
In y. 1347 there is probably an allusion to the fresh expedition to 
Syracuse under Demosthenes. 
4 850: Thy Kawhy “EA€vny pihoopat. 
5 Hartung, II. p. 360. 
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grounds, the Dioscuri, who appear ex machind at the end, 
insinuate that Apollo, in recommending the deed, uttered an 
unwise oracle.1 The Helena of Euripides gives us a modifi- 
cation of the view of Stesichorus,? which is quite at variance 
with that of Euripides himself in the Troades. The plot 
is occupied with the elopement of the innocent and injured 
heroine from Egypt, where she had resided, while the 
Greeks were fighting for her at Troy, and Menelaus, with 
the help of Theonoe, the prophetic sister of the Egyptian 
king, effects the escape of his wife from the Pharaoh who 
wished to marry her. 

The Orestes, which was a tragi-comedy of the same class 
as the Alcestis,? was acted in the archonship of Diocles, B.c. 
408,4 and must have been the fourth play of the Tetralogy 
to which it belonged. The third play was the Phenisse.® 
The other two were the Antiope and the Hypsipyle.6 In the 
Pheenisse we have the same subject as that of the Seven 
against Thebes exhibited in the Euripidean style. At the 
same time there are unmistakable indications of the writer’s 
acquaintance with the Cidipus Coloneus. The introduction 
of Polyneices, the expulsion of Cidipus, and Antigone’s 
resolve to accompany her father, were perhaps suggested 
by Sophocles; the determination to bury Polyneices comes 
from AMschylus. But Euripides has involved himself in a 
contradiction by making the expulsion of Gdipus subsequent 


1 Electra, 1244: 
dixaa pév viv 48 exer ob ® ovx) Spas, 
o0iBds te hoiBos, GAN svat yap éeor éepds, 
oye’ copds & dy ove expnoe ca coda. 

? According to Stesichorus Helen never left Greece, but it was her 
ewrov, pdcua, which went to Troy. According to Euripides the gods 
formed a false Helen who went to Troy, while the true one was 
carried to the Egyptian king Proteus by Hermes. 

% Argum. Ale.: To wapdv Spipya ex tpayiKod Kwpixdv. Cod. Hawn. ap, 
Matth, vu. p. 114: mapa tots tpayixots éxBddAera 6 Te *Opeorys kal 7 
“AAknoTis. . . oTt MaAAOV Kwuwdlas exdueva, 

* Schol. Orest. 371; cf. ad. 772. 

5 Ibid. 1481: &v t& tpltw Spduatt ovtds pnow ev TE Xopp TE 
“Kdduos €uore” (7.e. Pheeniss. 638). 

6 Schol. Arist. Ran. 53: Sia rl wh BAAO Tt TGV BV GAlyou didaxvTwv 
Kal Kard@y, “TyirdaAns, Gowico@y, *"Avtidmns; émeid) ob cuKopayTnTa iv 
Th TOLAUTO, 
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to the mutual fratricide, so that one hardly sees how 
Antigone can perform the double part, which Sophocles has 
arranged for her, without any such inconsistency. There 
are some fine scenes in the play. The altercation between 
the two brothers is spirited. ‘The view of the besieging host 
from the roof of the palace is well conceived. And the 
death of Menceceus would be affecting, ifit were not a mere 
repetition of the self-sacrifice of Macaria in the Heracleide. 
There is hardly any real Tragedy in the Orestes. The 
crazy matricide, about to be freed by the Argives and 
deserted by Menelaus on whom he had placed his reliance, 
seeks to avenge himself on Helen; and when she vanishes 
to heaven, he takes her daughter Hermione as a substitute, ' 
and is about to slay her, when the Dioscuri appear and 
command him to marry the damsel. The cowardice of the 
Phrygian slave is positively ludicrous, and was perhaps 
intended to excite the mirth of the audience. 

After the death of Euripides in B.c. 406, the plays which 
he wrote for representation in Macedonia—the Iphigenia at 
Aulis, the Alemceon at Corinth, the Bacche, and the Archelaus 
—were produced as new Tragedies at Athens by the 
younger Euripides, who was probably the nephew of the great 
Tragedian.t It is not improbable that they had been 
already performed at Pella, for the Bacche is full of allusions 
to Macedonian scenery,’ and the Iphigenia may have been 
suggested to him during his stay in Magnesia on his route 
to the north. These two plays, which have come down to 
us, not without considerable mutilations, may be reckoned 
among the happiest dramatic efforts of Euripides. In the 
Iphigenia Euripides excites our interest and touches our 
feelings by a very lively picture of the circumstances at- 
tending the sacrifice of the princess. Agamemnon’s vain 
attempts to save his daughter, the knightly courage of 
Achilles, who is willing to fight the whole army on her 


1 Schol. Arist. Ran. 67, where the younger Euripides is called the 
son of his namesake. The *AAkpalwy 314 Koptr@ov is so called to dis- 
tinguish it from the AAkuaiwy 5:4 Ywidos acted together with the 
Alcestis. 

2 Cf. vv. 400 where read TléAAay. 565 sqq. 

3 Vit. cod, Mediol. coll. Ambros. Hartung, 1, p. 510. 
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behalf, the indignation of Clyteemnestra, and the self- 
devotion of Iphigenia, who, after pleading in the prettiest 
and most pathetic speech for her life, at last solves all the 
difficulties by offering herself as a voluntary sacrifice, form 
a dramatic development which is found in few of the poet’s 
earlier plays, and which has made this Tragedy a model both — 
for Ennius, and for Racine and Schiller. The text un- 
fortunately is not only mutilated but deformed by tasteless 
interpolations. The prologue, as it stands, is in a great 
state of confusion. It begins with a dialogue in anaprsts 
(vv. 1—48), then follows a monologue of the usual Euripidean 
style (vv. 49—114), after which the dialogue in anapests is 
resumed until the entrance of the chorus (vy. 164).4_ On 
the other hand, it appears, from a quotation by Atlian,? that 
we have lost the epilogue, in which Artemis appeared and 
promised to make the sacrifice of Iphigenia illusory, and it 
has long been held that the concluding scene, as we haye it, 
is an interpolation.? There are besides many corruptions 
in detail. With the exception of some lacunz in the last 
scene, the Bacche is in a much better state of preservation 
than the sister Tragedy. It details the miserable end of 
Pentheus, who stands alone in obstinate resistance to the 


1 Hartung, in his edition of this play, Erlang. 1837, begins the first 
scene with Agamemnoun’s speech (Vv. 47), omitting the five concluding 
lines. 

2 De Animal. vu. 29: 6 5€ Evpimlins ev tH ‘Ipryevela 

Zrapov F "Axaay xepaly evOncw pidais (1. AdOpe] 

Kepovooay, hy opdcovtes adxjoovor oly 

oodtew Ouydrepa. 
From the use of the futures év@jow and a’xjoovc: it has been supposed 
by some critics that these words must have been part of the prologue; 
but ofv must refer to Clytemnestra, who could not have been so ad- 
dressed till the conclusion of the play. 

3 Porson, Pref. Hec. p. xxi. [18], speaking of the two readings of 
Iph. Aul. 1579, says: “‘si me rogas, utra harum vera sit lectio, 
respondeo, neutra. Nec quicquam mea refert; quippe qui persuasus 
sim, totam eam scenam abusque versu 1541 spuriam esse, et a recentiore 
quodam, nescio quando, certe post Aliani tempora, suppositam.” 

4 See Bockh, Gr. Tr. Princ. c. xvit.; the editions of Hermann, Lips. 
1831; Hartung, Erlang. 1237; Monk, Cantabr. 1840; also W. Dindorf, 
Zeitsch. f. d. Alterthumswiss. Nov. 1839; Seyftert, de dupl. rec. Iph. A., 
Hal. 1831; Bartsch, de Eur. Iph. A. Vrat. 1837; Zirndorfer, Diss. de 
Iph. A, Marburg, 1838. 
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worship of Bacchus, when all his family have yielded a 
willing assent to the new religion. This solemn warning 
against the dangers of a self-willed Geouaxia seems to have 
made this drama highly suggestive to those intelligent and 
educated Jews who first had a misgiving with regard to the 
wisdom of their opposition to Christianity. And the devout 
and religious tone of the play would almost make us suppose 
that Euripides himself, at the close of his life, had become 
converted from the sophistic scepticism of his earlier years.” 
It is probable that the Bacche was always a favourite 
play in Macedonia, where it was first produced. Olympias, 
the mother of Alexander the Great, openly played the part 
of the mother of Pentheus,? and Alexander himself was 
able to make an apposite quotation from the text of this 
Tragedy.* 

1 This important reference was first made by the writer of these pages 
in a work entitled Christian Orthodoxy reconciled with the conclusions 
of modern Biblical Learning, Lond. 1857, pp. 291-294. 

2 ef, vy. 200: ovdty copi(suecOa Tote Saiwoot, K.T.A. 

V. 393: 7 copdy 8 ov copia, 
7d TE wh OvnTa ppovety 
Bpaxts aidv. 
v. 880: dpudrar wddis GAN Bums 
motoy Td ye Geiov aOevos, K.T.A, 


8 Plutarch, Vit. Alex. c. 2. 
4 Id. Ibid. c. 53: ciety ody Toy ’AAeEavBpov bt Kar’ Evdpimiiny® roy 
—AaBovta Tay Adywv 
Kadas G&popuas ov mey Epyov ed A€yew. 
See Bacch. vv. 266, 267. 
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APPENDIX TO CHAPTER I. § 2, 3, 4. 


A. W. SCHLEGEL’S COMPARISON OF THE CHOEPHORG OF ZSCHYLUS 
WITH THE ELECTRAS OF SOPHOCLES AND EURIPIDES. 


Tue relation which Euripides bears to his two great predecessors 
will be set in the clearest light by a comparison between their three 
plays, which happily are still extant, upon the same subject, namely, 
Clytzmnestra’s death by the avenging hand of Orestes. 

The scene of A®schylus’ Choéphoree is laid in front of the royal 
palace; the tomb of Agamemnon appears on the stage. Orestes enters 
with his trusty Pylades, and opens the play (which unhappily is some- 
what mutilated at the beginning) with a prayer to Mercury and a 
promise of revenge to his father, to whom he consecrates a lock of his 
hair. He sees a procession of females clad in mourning attire issuing 
from the palace, and thinking he recognises his sister among them, 
he steps aside with Pylades, to reconnoitre them before he shows 
himself, The Chorus, consisting of captive Trojan maidens, in a 
speech accompanied by gestures of woe, reveal the occasion of their 
mission to Agamemnon’s tomb, namely, a frightful dream of Clyteem- 
nestra’s: they add their own dark presentiments of vengeance impend- 
ing over the blood-guilty pair, and bewail their lot in being obliged 
to serve unrighteous lords.» Electra consults the Chorus whether she 
shall do the bidding of her hostile mother, or pour out the offering in 
silence, and then by their advice she too addresses a prayer to in- 
fernal Mercury and the soul of her father, for herself and the absent 
Orestes, that he may appear as the avenger. During the pouring-out 
of the libation, she and the Chorus make a lament for the departed 
hero. Presently discovering the lock of hair, of a colour resembling 
her own, and footprints round about the tomb, she lights upon the 
conjecture that her brother has been there; and while she is beside 
herself with joy at the thought, he steps forward, and makes himself 
known. Her doubts he completely overcomes by producing a garment 
woven by her own hand; they abandon themselves to their joy; he 
addresses a prayer to Jupiter, and makes known how Apollo, under 
most terrible menaces of persecution by his father’s Furies, has called 
upon him to destroy the authors of Agamemnon’s death, in the same 
manner as they had destroyed him, namely, by subtilty. Now follow 
odes of the Chorus and Electra, consisting partly of prayers to the 
deceased king and to the infernal deities, partly calling to mind all the 
motives to the act enjoined upon Orestes, and, above all, the murder 
of Agamemnon, Orestes inquires about the vision which induced 
Clytzmnestra to send the offerings, and is informed that she dreamed 
she had a child in the cradle, which child was a dragon, which she laid 
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to her breast, and suckled with her own blood. He, then, will be this 
dragon; and he explains more particularly how he will steal into the 
house as a disguised stranger, and take both Aigisthus and herself at 
unawares. With this intention he departs, accompanied by Pylades, 
The subject of the ensuing ode is the boundless audacity of mankind, 
and especially of women, in their unlawful passions; which it confirms 
with dreadful examples from mythic story, and shows how avenging 
Justice is sure to overtake them at last. Orestes, returning as a 
. stranger with Pylades, craves admission into the palace ; Clyteemnestra 
comes out, and being informed by him that Orestes is dead, at which 
tidings Electra makes a show of lamentation, she invites him to enter 
and be her guest. After a short prayer of the Chorus, enters Orestes’ 
nurse, and makes a lament for her nursling; the Chorus inspires her 
with a hope that he yet lives, and advises her to send Aigisthus, for 
whom Clytzmnestra has despatched her, not with, but without, his 
body-guard. As the moment of danger draws near, the Chorus offers 
a petition to Jupiter and Mercury that the deed may prosper. Adgisthus 
enters, holding conversation with the messenger, cannot yet quite 
persuade himself of an event so joyful to him as Orestes’ death, and 
therefore hastens into the house, where, after a short prayer of the 
Chorus, we hear his dying cry. A servant rushes out and gives the 
alarm before the door of the women’s abode, to warn Clytzmnestra. 
She hears it, comes out, calls for a hatchet to defend herself; but as 
Orestes without a moment’s delay advances upon her with the bloody 
sword, her courage fails, and most affectingly she holds before him 
the breast at which she, his mother, suckled him. Hesitatingly he 
asks counsel of Pylades, who in a few lines urges him on by the most 
powerful considerations: after a brief dialogue of accusation and self- 
vindication, he drives her before him into the palace, to slay her beside 
the corpse of Aigisthus. The Chorus, in a solemn ode, exults in the 
consummated retribution. The great doors of the palace are thrown 
open, and disclose, in the chamber, the slain pair laid together on a 
bed. Orestes orders the servants to unfold, that all may see it, the 
long trailing garment in which his father, as he drew it on and was 
mufiled in its folds, received the murderous stroke of the axe: the 
Chorus beholds on it the stains of blood, and breaks out into a lamenta- 
tion for Agamemnon’s murder. Orestes, feeling that his soul is already 
becoming confused, avails himself of the time that is still left to 
vindicate his act: he declares that he will repair to Delphi, there to 
be purified from his blood-guiltiness, and forthwith flees, full of horror, 
before his mother’s Furies, whom the Chorus does not yet see, and 
deems a phantom of his brain, but who leave him no more rest. The 
Chorus concludes the play with a reflection on the scene of murder thrice 
repeated in that royal house since the Thyestean banquet. 

The scene of Sophocles’ Electra is also laid in front of the palace, but 
without Agamemnon’s tomb. At day-break enter as from abroad 
Pylades, Orestes, and his keeper, who on that bloody day had been his 
preserver. The latter gives lim instructions, as he introduces him to 
the city of his fathers: Orestes replies with a speech upon the com- 
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mission given him by Apollo, and the manner in which he means to 
execute it, and then addresses a prayer to the gods of his native land, 
and to the house of his fathers. Electra is heard sobbing within; 
Orestes wishes to greet her immediately, but the old man leads him 
away to present an offering at the grave of his father. Electra comes 
out; ina pathetic address to heaven she pours forth her griefs, and in 
a prayer to the infernal deities her unappeased longing for revenge. 
The Chorus, consisting of virgins of the Jand, approaches to administer 
consolation. Electra, alternating song and speech with the Chorus, 
makes known her unabatable sorrow, the contumely of her oppressed 
life, her hopelessness on account of Orestes’ many lingerings, notwith- 
standing her frequent exhortations, and gives faint hearing to the 
encouraging representations made by the Chorus. Chrysothemis, 
Clytemnestra’s younger, more submissive, and favourite daughter, 
comes with a grave-offering, which she is commissioned to bear to 
her father’s sepulchre. An altercation arises between the sisters con- 
cerning their different sentiments: Chrysothemis tells Electra that 
A®zisthus, now absent in the country, has come to the severest resolu- 
tions respecting her; to which the other bids defiance. Then she 
proceeds to relate how Clyteemnestra has had a dream that Agamemnon 
was come to life again, and planted his sceptre in the floor of the house, 
whence there sprang up a tree that over-shadowed the whole land; 
whereby she was so terrified, that she commissioned her to be the 
bearer of this grave-offering. Electra advises her not to regard the com- 
mands of her wicked mother, but to offer at the tomb a prayer for herself, 
her brother and sister, and for the return of Orestes to take vengeance: 
she adds to the oblation her own girdle and a lock of her hair. Chryso- 
themis promises to follow her advice,and departs. The Chorus augurs 
from the dream that retribution is nigh, and traces back the crimes com- 
mitted in this house to the areh-sin of its first founder, Pelops. Clytzm- 
nestra chides her daughter, to whom, however, perhaps from the effect 
of the dream, she is milder than usual: she justifies what she did to 
Agamemnon; Electra attacks her on that score, but without violent 
altercation on either side. After this Clyteemnestra, standing beside 
the altar in front of the house, addresses her prayer to Apollo for 
welfare and long life, and secretly for the destruction of herson. Now 
enters the keeper of Orestes, and, in the character of messenger from a 
Phocian friend, announces the death of Orestes, entering withal into 
the most minute details how he lost his life at the chariot-race in the 
Pythian games. Clyteemnestra scarcely conceals her exultation, al- 
though at first a touch of maternal feeling comes over her, and she 
invites the messenger to partake of the hospitality of her house. 
Electra, in touching speeches and songs, abandons herself to her grief; 
the Chorus in vain attempts to console her, Chrysothemis returns from 
the tomb overjoyed, with the assurance that Orestes is near at hand, for 
she has found there the lock of his hair, his drink-offering, and wreaths 
of flowers. Electra’s despain is renewed by this account; she tells her 
sister the dreadful tidings which have just arrived, and calls upon her, 
now that no other hope is left them, to take part with her in a daring 
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deed, and put Agisthus to death; this proposal Chrysothemis, not 
possessing the courage, rejects as foolish. and, after a violent altercation, 
goes into the house. The Chorus bewails Electra now so utterly 
desolate; Orestes enters with Pylades and some servants, who bear the 
urn which, it is pretended, contains the ashes of the dead youth. 
Electra prevails upon him by her entreaties to give it into her hands, 
and laments over it in the most touching speeches ; by which Orestes is 
so overcome, that he can no longer conceal himself; after some pre- 
paration, he makes himself known to her, and confirms the discovery by 
showing her the signet-ring of their father. She gives vent, in speech 
and song, to her unbounded joy, until the old man comes out, rebukes 
them both for their imprudence, and warns them to refrain themselves. 
Electra. with some difficulty recognises in him the faithful servant to 
whom she had entrusted Orestes for preservation, and greets him thank- 
fully. By the old man’s advice Orestes and Pylades hastily betake 
themselves with him into the house to surprise Clyteemnestra while she 
is yet alone. Electra offers a prayer in their behalf to Apollo: the ode 
of the Chorus announces the moment of retribution. From within the 
house is heard the shriek of the dismayed Clytemnestra, her bricf 
entreaties, her wailings under the death-blow. Electra, from without, 
calls upon Orestes to finish the deed: he comes out with bloody hands. 
The Chorus sees Agisthus coming, and Orestes hastes back into the 
house to take him by surprise. #gisthus inquires about the death of 
Orestes, and from Electra’s equivocal replies is led to believe that his 
corpse is within the house. He therefore orders the doors to be thrown 
open to convince those among the people who bore his sway with 
reluctance, that there is no more hope from Orestes. The middle entry 
is thrown open, and discloses in the interior of the palace a covered body 
lying on a bed. Orestes stands beside it,and bids Agisthus uncover 
it: he suddenly beholds the bloody corpse of Clytemnestra, and finds 
himself lost past redemption. He desires to be allowed to speak, which, 
however, Electra forbids. Orestes compels him to go into the house, 
that he may slay him on the selfsame spot where Aigisthus had mur- 
dered his father. 

The scene of Euripides’ Electra lies, not in Mycenz, but on the 
borders of the Argolic territory, in the open country, in front of a poor 
solitary cottage. The inhabitant, an old peasant, comes out, and in 
the prologue tells the audience how matters stand in the royal house; 
partly what was known already, but moreover, that not content to 
treat Electra with ignominy and leave her unwedded, they had 
married her beneath her rank to him; the reasons he assigns for this 
procedure are strange enough, but he assures the audience he has too 
much respect for her to debase her in reality to the condition of his 
wife. They are therefore living in virgin wedlock. Electra comes 
out before it is yet day-break, bearing on her head, which is shorn 
in servile fashion, a pitcher, with which she is going to fetch water; 
her husband conjures her not to trouble herself with such unwonted 
labours, but she will not be kept from the performance of her house- 
wifely duties, and the two depart, he to his work in the field, she 
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upon her errand. Orestes now enters with Pylades, and in a speech 
to his friend states that he has already sacrificed at his father’s 
grave, but that he does not venture into the city, but wishes to look 
about for his sister (who, he is aware, is married and lives here- 
about on the frontier), that he may learn from her the posture of 
affairs. He sees Electra coming with the water-pitcher, and retires, 
She strikes up a song of lamentation over her own fate and that of her 
father. The Chorus, consisting of rustic women, comes and exhorts 
her to take part in a festival of Juno, which she however, in the 
dejection of her sorrow, and pointing to her tattered garments, 
declines. They offer to lend her a supply of holiday gear, but she is 
fixed in her purpose. She espies Orestes and Pylades in their lurking- 
place, takes them for robbers, and is about to flee into her cottage; 
upon Orestes coming forth and stopping her, she thinks he is going to 
kill her; he pacifies her, and gives her tidings that her brother lives. 
Hereupon he inquires about her situation, and then the whole matter 
is drilled into the audience once more. Orestes still forbears to make 
himself known, but merely promises to do Electra’s commission to her 
brother, and testifies his sympathy as a stranger. The Chorus thinks 
this too good an opportunity to be lost of gratifying their own ears also 
with a little news from town; whereupon Electra, after describing her 
own miserable condition, depicts the wanton and insolent behavicur 
of her mother and Aigisthus: this wretch, she says, capers upon 
Agamemnon’s grave, and pelts it with stones. The peasant returns 
from his work, and finds it not a little indecorous in his wife to be 
gossiping with young men; but when he hears they are bearers of 
intelligence from Orestes, he invites them into his house in’ the most 
friendly manner. Orestes, at sight of this worthy man, enters into a 
train of moral reflections, how often it does happen that the most 
estimable men are found in low families, and under an unpromising 
exterior. Electra reproves her husband for inviting them, knowing as 
he does that they have nothing in the house; he is of opinion that 
even were it so, the strangers would good-naturedly put up with it; but 
a good housewife can always manage to get together all sorts of dishes, 
her stores will surely hold out for one day. She sends him to Orestes’ 
old keeper and former preserver, who lives hard by in the country, to 
bid him come and bring along with him something for their enter- 
tainment. The peasant departs with saws upon riches and moderation. 
Off flies the Chorus into an ode upon the expedition of the Greeks 
against Troy, prolixly describes all that was graven on the shield of 
Achilles, which his mother Thetis brought him, but winds it up, 
however, with the wish that Clytemnestra may be punished for her 
wickedness. 

The old keeper, who finds it right hard work to climb up-hill to the 
house, brings Electra a lamb, a cheese, and a skin of wine; hereupon 
he falls a-weeping, not forgetting, of course, to wipe his eyes with his 
tattered garments. In replying to Electra’s questions, he relates how 
at the grave of Agamemnon he haa found traces of an oblation, 
together with a lock of hair, and therefore he conjectures that Orestes 
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has been there. Hereupon ensues an allusion to the mode of recog- 
nition used by Aischylus, namely by the resemblance of the hair, the 
size of the foot-marks, the garment, which are demonstrated, all and 
several, to be absurd. The seeming improbability of the Ai’schylean 
anagnorisis perhaps admits of being cleared up; at all events one may 
easily let it pass; but a reference like this to another author’s treat- 
ment of the same subject is the most annoying interruption, the most 
alien from genuine poetry that can possibly be. The guests come out; 
the old keeper reconnoitres Orestes with a scrutinising eye, knows him, 
and convinces even Electra that it is he, by a scar on his eyebrow 
received from a fall in his childhood—so this is the superb invention 
for which Aischylus’ is to be cashiered !—they embrace, and abandon 
themselves to their joy during a short ode of the Chorus. In a lengthy 
dialogue Orestes, the old man, and Electra concert their plans. 
Aigisthus, the old man knows, has gone into the country to sacrifice 
to the Nymphs : there Orestes will steal in as a guest and fall upon 
him by surprise. Clytemnestra, for fear of evil tongues, has not gone 
with him: Electra offers to entice her mother to them by the false 
intelligence of her being in childbed. The brother and sister now 
address their united prayers to the gods and their father’s shade for a 
happy issue, Electra declares she will make away with herself if it 
should misearry, and for that purpose will have a sword in readiness. 
The old man departs with Orestes to conduct him to Agisthus, and 
afterwards to betake himself to Clyteemnestra. The Chorus sings the 
Golden Ram, which Thyestes stole from Atreus by the help of the 
treacherous wife of the latter, and how he was punished for it by the 
feast made for him with his own children’s flesh, at the sight of which 
the Sun turned out of his course: a circumstance, however, concerning 
which the Chorus, as it sapiently adds, is very sceptical. From a 
distance is heard a noise of tumult and groans, Electra thinks her 
brother is overcome, and is going to kill herself. But immediately 
there comes a messenger, who, prolixly and with divers jokes, relates 
the manner of Aigisthus’ death. Amidst the rejoicing of the Chorus, 
Electra fetches a wreath, with which she crowns her brother, who holds 
in his hand the head of Agisthus by the hair. This head she in a 
long speech upbraids with its follies and crimes, and says to it, among 
other things, “it is never well to marry a woman with whom one has 
lived before in illicit intercourse ; that it is an unseemly thing when a 
Woman has the mastery in the family,” &c, Clytemnestra is seen 
approaching, Orestes is visited by scruples of conscience concerning his 
purpose of putting a mother to death, and concerning the authority 
of the oracle, but is induced by Electra to betake himself into the 
cottage, there to accomplish the deed. The queen comes in a superb 
chariot hung with tapestry, and attended by her Trojan female slaves. 
Electra would help her to descend, but this she declines. Thereupon 
she justifies what she had done to Agamemnon by reference to the sac- 
rifice of Iphigenia, and requires her daughter to make her objections ; 
all which is in order to give Electra an opportunity of holding a 
captious, quibbling harangue, in which, among other things, she 
. N 
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upbraids her mother with having sat before her mirror, and studied 
her toilette too much while Agamemnon was away. Clytzemnestra 
is not angry, although Electra plainly declares her purpose of putting 
her to death if ever she should have the power; she inquires about 
her daughter’s confinement, and goes into the cottage to perform the 
ceremonies of purification. Ilectra accompanies her with a sarcastic 
speech. Then we have a choral ode upon retribution, the ery of the 
murdered woman within the house, and the brother and sister return 
stained with blood. They are full of remorse and despair at what they 
have done, afflict themselves by repeating to each other their mother’s 
lamentable speeches and gestures; Orestes will flee into foreign lands, 
Electra asks “who will marry me now?” The Dioscuri, their uncles, 
appear in the air, vituperate Apollo for his oracle, command Orestes, in 
order to secure himself from the Furies, to go and have himself tried 
by the Areopagus: they also prophesy his further destinies. They 
then ordain a marriage between Electra and Pylades, her first husband 
to be taken with them to Phocis and handsomely provided for. After 
reiterated wailings the brother and sister take a lifelong farewell of 
each other, and the play comes to an end. 

It is easy to perceive that Aschylus has grasped the subject on its 
most terrific side and borne it back into the domain of the gloomy 
deities, in which he so much delights to take up his abode. Agamem- 
non’s grave is the murky centre, whence the avenging retribution 
emanates; his gloomy ghost the soul of the whole poem. The very 
obvious exterior imperfection, of the play’s dwelling too long on one 
point without perceptible progress, becomes in fact a true interior per- 
fection: it is the hollow stillness of expectation before a storm or earth- 
quake. It is true there is much repetition in the prayers, but their very 
accumulation gives the impression of a great unheard-of purpose, to 
which human powers and motives alone are inadequate. In the 
murdering of Clyteemnestra and in her heart-rending speeches, the poet, 
without disguising her crimes, has gone to the utmost verge of all that 
he had a right to demand of our feelings. The crime which is to be 
punished is kept in view from the very first by the tomb, and at the 
conclusion is brought still nearer to the eye of memory by the un- 
folding of the fatal garment: thus Agamemnon, even after full re- 
venge, is murdered, as it were, afresh before the mental eye. Orestes’ 
betaking himself to flight betrays no undignified remorse or weakness ; 
it is only the inevitable tribute which he must pay to offended 
Nature. 

How admirably Sophocles has managed the subject I need only 
remark in general terms. What a beautiful preface he has made, in 
those introductory scenes to that mission of Clyteemnestra’s to the tomb, 
with which Aschylus begins at once! With what polished ormament 
he has invested the whole, for example in the story of the games! 
How skilfully he husbands the pathos of Electra—first general ex- 
pressions of woe, then hopes derived from the dream, their annihilation 
by the intelligence of Orestes’ death, new hopes suggested by Chryso- 
them is only to be rejected, and, last of all, the mourning over the 
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urn! The noble spirit of Electra is finely set off by the contrast with 
her tamer sister. Indeed the poet has given quite a new turn to the 
subject by directing the interest principally to Electra. A noble pair 
he has made of this brother and sister ; allotting to the female character 
invincible constancy and devoteduess, the heroism of endurance; to 
the male, the beautiful vigour of a hero’s youthful prime. To this the 
old man in his turn opposes thoughtfulness and experience: the cir- 
cumstance that both poets leave Pylades silent! is an instance how 
greatly ancient art disdained all useless redundancy. 

But what especially characterises the tragedy of Sophocles, is the 
heavenly serenity amid a subject so terrific, the pure breath of life and 
youth which floats through the whole. The radiant god Apollo, who 
enjoined the deed, seems to shed his influence over it; even the day- 
break at the opening of the play is significant. The grave and the 
world of shades are kept afar off in the distance; what in A’schylus is 
effected by the soul of the murdered monarch proceeds here from the 
heart of the living Electra, which is gifted with equal energy for indig- 
nant hatred and for love. Remarkable is the avoidance of every gloomy 
foreboding in the very first speech of Orestes, where he says he feels no 
concern at being thought to be dead, so long as he knows himself to be 
alive in sound health and strength. Nor is he visited either before or 
after the deed by misgivings and compunctions of conscience; so that 
all that concerns his purpose and act is more sternly sustained in 
Sophocles than in Aschylus ; the terrific stroke of theatrical effect in 
the person of Aigisthus, and the reserving this person to await an 
ignominious execution at the end of the play, is even more austere 
than anything in Adschylus’ play. The most striking emblem of the 
relation the two poets bear to each other is afforded by Clytzemnestra’s 
dreams: both are equally apt, significant, ominous; A’schylus’ is grander, 
but horrible to the senses; that of Sophocles terrible, and majestically 
beautiful withal. 

Euripides’ play is a singular instance of poetical or rather unpoetical 
obliquity: to expose all its absurdities and contradictions would be an 
endless undertaking. Why, for instance, does Orestes badger his 
sister by keeping up his incognito so long? How easy the poet makes 
his labour, when, if anything stands in his way, he just shovesit aside 
without further ceremony—as here the peasant, of whom, after he has 
sent up the old keeper, nobody knows where he is all this while! 
The fact is, partly, Euripides wanted to be novel, partly he thought it 
too improbable that Orestes and Pylades should despatch the king and 
his wife in the midst of their capital city: to avoid this he has involved 
himself in still grosser improbabilities. If there be in the play any 
relish whatever of the tragic vein, it is not his own, it belongs to the 
fable, to his predecessors, and to tradition. Through his views it has 
ceased at least to be a tragedy; he has laboured every way to lower it 
down to the level of a “ family-picture,”’ as the modern phrase is. The 
effect attempted in Electra’s indigence is sad claptrap: he betrays the 
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knack of his craft in her complacent ostentation of herown misery. In 
all the preparatives to the deed there is utter levity of mind and want 
of inward conviction : it is a gratuitous torturing of one’s feelings that 
AXgisthus with his expressions of goodnatured hospitality, and Clyteem- 
nestra with her kindly compassion towards her daughter, are set in an 
amiable point of view, just to touch us in their behalf: the deed is no 
sooner accomplished but it is obliterated by a most despicable repentance, 
a repentance which is no moral feeling at all, buta mere animal revulsion. 
Of the calumniations of the Delphian oracle I shall say nothing. As 
the whole play is annihilated thereby, I cannot see for what end Euri- 
pides wrote it at all, except it were that a comfortable match might be got 
up for Electra, and that the old peasant might make his fortune as a 
reward for his continency. I could only wish Pylades were married out 
of hand, and the peasant fingered a specified sum of money told out to 
him upon the spot in hard cash: in that case all would end to the 
audience’s satisfaction like a common comedy. 

Not to be unjust, however, I must add the remark that the Electra 
is perhaps of all Euripides’ extant plays the very vilest. Was it rage 
for novelty that led him here into such vagaries? No doubt it was a 
pity that in this subject two such predecessors had forestalled him. But 
what forced him to measure himself with them, and to write an Electra 
at all? 


cet.) 


CHAPTER I. 


SECTION V. 
AGATHON AND THE REMAINING TRAGEDIANS. 


*EmipuaAAldes Tait’ é€o7) Kal orwpvAuata, 

XeAddvav povocia, AwBntal Téxv7ns, 

*A ppovda Oarrov, iv movoy xopdy AdBy. 
ARISTOPHANES. 


In addition to the seven Tragedians, of whom we have at- 
tempted to give some account, a list of thirty-four names of 
tragic poets, so called, has been drawn up. Of these very 
few are worthy of even the slightest mention, and we have 
but scanty information respecting those few, of whom we 
might have wished to know more. 


Ion, the son of Orthomenes of Chios, was, according to 
Suidas, not only a tragedian, but a lyric poet and philosopher 
also. He began to exhibit in B.o. 451, and wrote twelve, 
thirty, or forty dramas. The names of eleven have been 
collected.?, He gained the third prize when Euripides was 
first with the Hippolytus in B.c. 428.4 He wrote not only 
Tragedies, but elegies,+ dithyrambs,’ and an account of the 
visits paid by eminent men to his native island. Though 
he did not exhibit till after Euripides had commenced his 
dramatic career, and though he was, like that poet, a friend 
of Socrates,’ we should be inclined to infer, from his having 
written dithyrambs, that he belonged to an earlier age of 
the dramatic art, and that his plays were free from the cor- 
ruptions which Euripides had introduced into Greek Tragedy ; 
it is, indeed, likely that a foreigner would copy rather from 
the old models, than from modern innovations. He died be- 
fore Euripides, for he was dead when Aristophanes brought 
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6 Athenzus, III. p. 93. 7 Diogenes Laert. 11. p. 23. 


182 AGATHON AND THE 


out the Peace! (z.c. 419). From an anecdote mentioned 
by Athenzus, that he presented each Athenian citizen with 
a Chian vase on one occasion when he gained the tragic 
prize,” we may infer that he was a man of fortune. 


ArisTarcuus, of Tegea, who first exhibited in B.o. 454, 
deserves to be mentioned as having furnished models for the 
imitations of Ennius. 


Acuzvs, of Eretria, must also be considered as belonging 
to an earlier age of the tragic art than Euripides, whose 
senior he was by four years. He wrote forty-four, thirty, or 
twenty-four dramas, but only gained one tragic victory. His 
countryman Menedemus considered him the best writer of 
satyrical dramas after Aischylus.* 


Agatuon was, like his friend Euripides, a dramatic sophist. 
He is best known to us from his appearance in the Banquet 
of Plato, which is supposed to have been held at his house 
on the day after the celebration of his tragic victory. This 
appears to have taken place at the Lenza, in the archonship 
of Euphemius, B.c. 416.° He is introduced to us by Plato 
as a well-dressed, handsome young man, courted by the 
wealth and wisdom of Athens, and exercising the duties of 
hospitality with all the ease and refinement of modern po- 
liteness. In the Epideixis, in praise of love, which he is 
there made to pronounce, we are presented with the artificial 
and rhetorical expressions which his friend’ Aristophanes 
attributes to his style,’ and which we might have expected 
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from a pupil of Gorgias.!_ Aristotle tells us? that he was the 
first to introduce into his dramas arbitrary choral songs, 
which had nothing to do with the subject; and it appears 
from the same author that he sometimes wrote pieces with 
fictitious names, which Schlegel justly concludes were some- 
thing between the idyl and the newest form of Comedy.? 
He was residing at the court of Archelaus when Euripides 
_ died :* the cause of his departure from Athens is not known. 
He is represented as a- delicate and effeminate person in 
Aristophanes’ play, called the Oeopodoprafovea ;° and it is, 
perhaps, only the intimacy subsisting between Aristophanes 
and him which has gained for him the affectionate tribute of 
esteem which the comedian puts into the mouth of Bacchus,® 
and has saved him from the many strictures which he deserved 
both as a poet andasaman. ‘The time of his death is not 
recorded, 


Xznocres, though he is called an execrable poet,’ gained 
a tragic prize with a Trilogy, over the head of Euripides, in 
B.c. 415.8 He was the son of Carcrnus, a tragedian of 
whom notaing is known, and is continually ridiculed by 
Aristophanes. His brothers, Xenotimus and Demotinus or 
Xenoclitus, were choral dancers. 


1 Tt appears from the Banquet that he was Gorgias’ pupil: his 
imitation of Gorgias is mentioned by Philostratus, de Soph. 1.: ’"Aya@wy 
6 ris Tpaywdias months dv ] Kwupdla copey Te Kat KaAALeTA olde (in 
allusion to the last quotation) roAAaxod Tav iapBeiwy yopyid Cer: and 
by the Clarkian Scholiast on Plato (Gaisford, p. 173): euimetro de Tiy 
Kopldtnta Tis Ackews Topylou tov pyropos. 

2 Tois S€ Aowrois Ta Gddueva ov paAAOV TOD mUGov, } BAAS Tpayedias 
éort 30 0 euBdAima dover, rpdtov upiavtos ’AydOwvos ToovTov. <Aristot. 
Poet, XVII. 22. 

? Lect. v.ad fin. One of these was called the Flower. Aristot. 
Poet. 1X. 7. 

4 Schol. ad Aristoph. Ran. 85; Alian, V. H.1., 21, xm. 4; Clark, 
Schol. Plato, p. 173. 

> Thesmoph. 29 sqq. 191, 192. 

& Ran. 84: 

‘Hp. "AydOwv 5 motcTw; At. amoArmév pw amolxerat, 
*Ayabds months Kal robewds Tots pidots. 

7 Aristoph. Ran. 86; Thesm. 169. 

8 lian, V. H. u.8. On ‘the son of Cleomachus’ (Athen. xtIv. 
638 ¥) who defeated Sophocles, see Meineke, Fragm. Com. Ani. p. 28; 
Miller, Hist. Lit. Gr. 1. p. 505 (new ed.). 
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Topnon, the son of Sophocles, is described by Aristophanes? 
as a man whose powers were, at the time of his father’s death, 
not yet sufficiently proved to enable a critic to determine his 
literary rank. He appears, however, to have been a credit- 
able dramatist, and gained the second prize in B.c. 428, when 
Euripides was first and Ion third.’ 


Evrnorion, the son of Aschylus, deserves to be men- 
tioned as having obtained the first prize, when Sophocles 
gained the second, and Euripides the third. He probably 
produced on this occasion one of his father’s posthumous 
Tragedies, with which he is said to have conquered four 
times. He did, however, occasionally bring out Tragedies 
of his own composing.? 


Evripipes and SopHoctss, the nephew and grandson re- 
spectively of their namesakes, are said to have exhibited, 
either for the first or for the second time, some of the dramas 
of their relatives. The younger Sophocles reproduced the 
(Edipus at Colonus, in B.c. 401 ;* and first contended in his 
own name B.c. 396°. Euripides the younger is said to have 
published an edition of Homer.® 


Metetvs, the accuser of Socrates, is stated to have been 
a tragedian,’ and a writer of drinking songs.* Q&dipus was 
the subject of one of his plays.® 


CumrEMON, who flourished about B.c. 380, was celebrated 
for his Centaur, in which he mixed up the drama with the 
styles of epic and lyric poetry: then fashionable.° He had a 
great talent for description, but his works were better suited 
for the closet than for the stage. 


1 Ran. 73 sqq. 2 Arg. Hippolyti. 

3 Suidas, v. Evdopiwy. Argument. Medex. 

4 Elms. ad Bacch. p. 14, and Suidas. 

5 Diodor. Sic. XIV. 53. 6 Suidas. 

7 Schol. Ran. 1337: tpayikds months 6 MéAntos’ obtos 5é éotw 6 
Swxparn ypavauevos* Kwpwdertar 5 ws Wuxpds ev TH mornoe kal os 
movnpos Tov TpdToy, 

8 Ran. 1297. ® Gaisford, Lect. Platon. p. 170. 

10 Aristot. Poet. 1.; Athenzus, x1. p. 608, 

1 Aristot. Rhet. 1. 12. 
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Sosiorzs, of Syracuse, gained seven victories, and wrote 
seventy-three Tragedies. He flourished in the reigns of 
Philip and Alexander of Macedon. 


The tyrants Crirras and Dionysius the elder, and the 
rhetorician THEODECTES obtained some eminence as Trage- 
dians. 


In the reign of Ptolemy Philadelphus, seven tragic poets 
flourished at Alexandria, who were called the Pleias ;? their 
names were Homerus, Sostruevs, LycopHron, ALEXANDER 
Erotus, AAntTIpEs, SostPHANES, and Puitiscus.? It is 
quite uncertain, however, how far their works possessed 
an independent and original character; it is probable that 
the best of these tragedies were servile imitations of the 
great Attic models,* and some of them may have been mere 
centos, not altogether unlike the Christus Patiens of Gregorius 
Nazianzenus. 


? Suidas. He is not in Clinton’s list. 

2 The Alexandrian custom of making Ple‘ads or groups of seven for 
“the stars” of the day is shown also by the well-known enumeration 
of the seven wonders of the world. 

3 The authorities do not agree in their lists of these tragedians. 
There are four different catalogues (Clinton, F. H. mi. p. 502): 
Homerus, Philiscus, and Lycophron appear in all four; Alexander 
Adtolus and Sositheus in three; Alantides has three testimonies, and 
Sosiphanes has two; and Dionysides, who is substituted for Sosiphanes 
in one of the lists, is attested by Strabo, xrv. p. 675. 

* In the list of Lycophron’s tragedies we have two plays entitled 
Cidipus, and others called Molus, Andromeda, Hercules, Supplices, 
Hippolytus, Pentheus. 

* “The Alexandrine scholars also took to manufacturing tragedies ; 
but if we may form a judgment from the only extant specimen, 
Lycophron’s Alexandra, which consists of an interminable monologue, 
full of vaticination and lumbered with obscure mythology, these pro- 
ductions of a would-be-poetical dilettantism were utterly lifeless, un- 
theatrical, and every way flat and unprofitable. The creative power 
of the Greeks in this department was so completely defunct, that they 
were obliged to content themselves with repetitions of the old master- 
pieces.” On the Alexandra, which was not a tragedy, as Schlegel 
supposes, see Hist. Lit. Gr. 1. pp. 437 foll. 
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CHAPTER Ii. 
ON THE GREEK COMEDIANS. 


SECTION L 


THE COMEDIANS WHO PRECEDED OR WERE CONTEMPORARY WITH 
ARISTOPHANES. 


Quorum Comedia prisca virorum est. 
Horativs. 


From the first exhibition of Epicharmus to the last of Posi- 
dippus, the first and last of the Greek comedians, is a period 
of about 250 years; and between these two poets, one hun- 
dred and four authors are enumerated,! who are all said to 
have written Comedies. The claims of some of these, how- 
ever, to the rank of comedians are very doubtful, and two 
who are contained in the list, Sophron and his son Xenarchus, 
were mimographers, and as such, were not only not comedians, 
but hardly dramatists at all, in the Greek sense of the word. 

It has been already mentioned that Greek Comedy did not 
attain toa distinct literary form until it became Athenian ; 
and that, in its Attic form, it presents itself in three succes- 
sive varieties—the Old, the Middle, and the New Comedy. 
The Sicilian Comedy, which, in some of its features, re- 
sembled the Middle rather than the Old Comedy, found its 
origin in the same causes as the latter, being immediately 
connected with the old farces of Megara and the rustic 
buffooneries which were common to the whole of Greece. 
The absence, indeed, of a distinct political reference deprived 
it of that ingredient which gave its greatest significance to 
the plays of Aristophanes and his principal Athenian con- 
temporaries during the first half of the Peloponnesian war, 
and on this account we cannot class the dramatic efforts of 
the Siceliotes with those of the Attic poets. But the Sicilian 
Comedy comes first in chronological order, and Amstotle 


1 By Clinton, F. H. u. pp. xxxvi.—xlvii. 


PREDECESSORS OR CONTEMPORARIES OF ARISTOPHANES. 187 


connects Crates with Epicharmus. Before therefore we 
speak of the Attic comedians, we must give some account of 
Epicharmus and his school. 


Errcuarmvs, the son of Helothales, whom Theocritus 
calls the inventor of Comedy,’ and who, according to 
Plato,? bore the same relation to Comedy that Homer did 
to Tragedy, was a native of Cos,* and went to Sicily with 
Cadmus, the son of Scythes, about the year B.c. 488. After 
residing a short time at the Sicilian Megara,* he was removed 
to Syracuse along with the other inhabitants of that town, 
when it was conquered by Gelo in B.c. 484. Diogenes 
Laertius states that Epicharmus was only three months old 
when he first went to Sicily ; but this is contradicted by his 
own statement, that the poet was one of the auditors of 
Pythagoras,> who died in B.c. 497, by the statement of 
Aristotle,’ that he was long before Chionides and Magnes, 
and by the fact that he was a man of influence in the reign 
of Hiero, who died eighteen years after the date of Epichar- 
mus’ arrival in Sicily. Besides being a Pythagorean and 
a comic poet, he is said to have been a physician, as was 
also his brother. This has been considered an additional 
proof of his Coan origin.? He was ninety or ninety-seven 


z "A re dwva Adpios, xavip, 6 Tav Kwugodlay 

Ebpwyv Erlxappos 

7Q Barxe, xdAkedv viv Gut GAabvod 
Thy @0 avéOnKay, 

To) Supaxdocas evidpuytat TleAwpeis Ta wdAeL, 
O? avdpi moAlra, 

Swpoy yap cixe xpnudTwv, mepvapevor 
TeAciv éemixeipa 

TIOAAG yap moTTay Cody Tots maoly eime Xphoia. 
MeydaAa xdpis avTd. Epig. xvi. 

2 Theetet. p. 152 E: of &xpor THs Tornoews ExaTEpas, Kwuwdlas pev 
"Etixepuos. Tparywdlas d¢“Ounpos. 3 Diog. Laert. vu. 78. 

* See Miiller, Dorians, 1. 8, § 5, note (q), and Iv. 7, § 2. 

5 Diog. u. s.; «al obTos Hrovoe Tv9arydpov. 

6 *Exeidev [ex SixeAlas]| yap jv Emtxappyos 6 months, woAAG mpdTeEpos 
&v Xiwvidov Kal Mdyvntos. Arist. Poet. 111. 5.—Chionides, on the 
authority of Suidas and Eudocia, began to exhibit B.c. 487: Aristotle’s 
expression, roAAG mpérepos Sv Xiwvidov, would therefore almost induce 
us to carry back the date of Epicharmus’ first Comedy still higher than 
B.C. 500, 7 Miiller, Dor. Iv. 7, § 2. 
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years old when he died.t. The Comedies of Epicharmus? 
were partly parodies of mythological subjects, and as such 
not very different from the dialogue of the satyrical drama; 
partly political, and in this respect may have furnished a 
model for the dialogue of the old Athenian Comedy. He must 
have made some advance towards the Comedy of Character, 
if it be true that the Menechmi of Plautus was founded upon 
one of his plays,? and Miller has therefore well remarked,* 
that although “the Sicilian Comedy in its artistic develop- 
ment preceded the Attic by about a generation, yet the 
transition to the middle Attic Comedy, as it is called, is 
easier from Epicharmus than from Aristophanes, who appears 
very unlike himself in the play which tends towards the 
form of the Middle Comedy.” Itis not stated expressly that 
he had choruses in his Comedies ; it seems, however, probable 
from the title of one of them (the Kopacrai) that he had.® 
His style was not less varied than his subjects ; for while, on 
the one hand, he indulged in the wildest buffoonery, he was 
fond, on the other hand, of making his characters discourse 
most philosophically on all topics, and we may discern in 
many of his remaining lines that moral and gnomie element 
which contributed so much to the formation of the dialogue 
in the Attic Tragedy.® Aristotle charges him with using 
false antithesis,’ the effect perhaps of his acquaintance with 
the forced and artificial rhetoric of the Sicilians. The titles 
of thirty-five of his Comedies are known.® 

1 Diog. Laert. (vu. 78) gives the former number; Lucian (Macrob, 
xxv.) the latter. 

2 On the nature of the Comedy of Epicharmus, see Miiller, Dor. rv. 7, 
§§ 2, 3,4; Hist. Lit. Gr. 11. pp. 44 [56 new ed.] sqq. 

3 Prolog. Menxchm. 12. 

4 Hist. Lit. Gr. a. p. 46 [59 new ed.]. 5 See above, p. 77. 

6 See the passages in Clinton, F’, H. 1. p. xxxvi. note (g). 

7 Rhetoric, 11. 9. 

8 These titles are as follows: 

I. "AAkudy, 2.”Auvkos, 3. ’ATaAdvrat, 4. Barxat, 5. Bovowus, 6. Ta 
Kat @adacoa, 7. Ardvucot, 8. "EAmls 2} TlAodTos, 9. “HBas ydpos, 
To, ‘HpakAfjs Tlapdpopos, 11. KvkAw, 12. Kwuacral 7) “Hoaioros, 
13. Méyapis, 14. Movoa, 15. NidBns ydwos, 16. “Oducceds adtoporos, 
17. ?Odvaoceds vavaryds, 18, Mpoundeds Mupkaevs, 19. Seipives, 20. Sxlpwv, 
21. Shlyk, 22. Tp@es, 23. Pironrhrns, 24. "Aypworivor, 25. ‘Apmayat, 
26, AidiAos, 27. ‘Eopth, 28. Oewpol, 29. Adyos 7) Aoyikn, 30. Nacot, 
31. Opva, 32. MepladAos, 33. Mépoat, 34. MlOwy, 35. Xvtpas, See 
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Although Epicharmus is mentioned as the inventor of 
Comedy, it is probable that PHormis,! or Phormus,’ pre- 
ceded him by a few Olympiads; for he was the tutor to the 
children of Gelon, Hiero’s predecessor. He is supposed 
to have been the same with the Phormis of Menalus, who 
distinguished himself in the service of Gelo and Hiero 
in a military capacity. From the titles of his plays it is 
presumed that they were mythological parodies.* He is said 
to have been the first to cover the stage with purple skins.® 


Diyotocuvs, according to Suidas the son, according to 
others the scholar of Epicharmus, flourished about B.c. 487. 
He was a native of Syracuse or Agrigentum: probably he 
was born at the latter place, and represented at Syracuse. 
4élian says he contended with Epicharmus.® 


While the Doric Comedy was rapidly advancing to per- 
fection in Sicily, a comic drama, originally perhaps of much 
the same kind, sprang up in Attica. This was the old 
Comedy, which was represented by a list of forty poets, and 
some three hundred plays, including in the calculation the 
great name of Aristophanes. Reserving him and his works 
for a separate chapter, we shall here enumerate the leading 
poets of the old Comedy, who were his predecessors or 
contemporaries, 


Cutont1peEs, who is called the first writer of the old Athe- 
nian Comedy, was a contemporary of the Sicilian comedians,? 
T judge from the three titles which have come down to 
us—the “Hpwes, Iépoo 7 “Aoovpioi, and the IItwxo/, we 


Fabricius, 11. p. 305, Harles, where, however, there are some repetitions 
of names. 

1 Aristot. Poet. m1. 5; V. 5. 

2 Athenzus, XIV. 652 a; Suidas édppos. 

* Pausan. V. 27,1. Bentley thinks he is the same with the poet: 
not so Miiller, Dor. rv. 7, § 2, note (g). 

* Three of them were called ’Kedatos, "AAxudves, and IAlov wépOnors. 

5 Suice. Comp. Aristot. Ethic. rv. 2, 20. 6 Ailian, H. A. vi. 51. 

7 Suidas, 8. vy. Xiwvldns, says that he was the mpwraywvictis Tis 
apxalas kwumdias, and that he exhibited eight years before the Persian 
war, i.e, in B.c. 488. Aristotle, therefore, or rather, his interpolater 
(Poet. 1. 5), must be misinformed when he says that Epicharmus 
flourished long before Chionides and Magnes, 
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should conclude that his Comedies had a political reference, 
and were full of personal satire; and, from an allusion in 
Vitruvius, we may infer that they were gnomic like those 
of Epicharmus. The same appears to have been the 
character of the Comedies of his countryman and contem- 
porary Maenzs, from whom Aristophanes borrowed the 
titles of two of his plays, the Bétpaxor and” Opvies, and perhaps 
the form of all of them. Magnes gained many victories in 
his younger days ; but when he was old, says Aristophanes,” 
he was cast aside, merely because the edge of his satire was 
blunted. 


Of EcpHantipes we know little more than that for some 
doubtful reason he was cailed Kazvios,? and that he was 
one of the oldest and most celebrated of the early comedians. 
We have the title of only one of his plays, the Sdrvpou.* 
The Ivpavvos, mentioned as a play of "Evdarys, has been as- 
signed to him; but the true reading is probably “Avrupavys.® 


Cratinvs, the son of Callimedes, was born at Athens, 
B.c. 519.° It is stated that he succeeded Magnes ; he must, 
therefore, have commenced his dramatic career late in life.? 
We do not know the date of any of his Comedies earlier 
than the “ApxiAoyo.: and since allusion was made in that 
Comedy to the death of Cimon (B.c. 449), it must have been 
represented after that event. By a decree prohibiting 
Comedy, which was passed in the year B.c. 440, and was 
not repealed till the year B.c. 436, he was prevented from 


1 “ Heee ita esse plures philosophi dixerunt, non minus etiam poets, 
qui antiquas comeedias Greece scripserunt, et easdem sententias ver-. 
sibus in scena pronuntiaverunt, Eucrates, Chionides, Aristophanes,” &c. 
Vitruy. Pref. in lib. v1. 

2 Hquit. 520: 

TodTo mey eldws Grable Mdyvys Gua tats moAtats KaTiovous, 
°Os mAcioTa Xopav Tay avTiMdAwy vikns EoTnoe TpdTala, 
Tldcas 8 piv dwvas iets, kal WddAdwv, kal mrepvylCwr, 

Kal Avdi(wy, Kat Wnviwr, nal Barrduevos Batpaxelois, 

Ovn e&fpkecev' GAAG TeAEUT@Y em! yhpws, ov yap ed’ HBns, 
*E&eBANOn mpecBiTns Sv, brt Tod oKomTEw amedrclpOn. 518. 

3 Meineke, Hist. Crit. Com. I. p. 36. 

4 Athen. I, p. 96 0. 5 Meineke, l. c. p. 37. 

5 He died in B.c. 422, at the age of ninety-seven. Lucian, Macrob. 
e.xxv. 7 See Clinton, F. H.u. p. 49. *® See Plutarch, Cimon, c. x. . 
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producing any Comedies or plays in that interval. After 
the repeal of this decree in B.o. 436, Cratinus gained three 
comic victories. In B.c, 425 he was second with the 
Xepalouevo, Aristophanes being first with the ’Ayapvjs, 
and Eupolis third with the Novyyvia.? In B.o. 424 he 
gained the second prize with the Sdrvpo, Aristophanes being 
first with the ‘Im7ijs, and Aristomenes third with the ‘YAoddpa 
or “Ododuppoi.2 In B.c, 423 Cratinus gained the first 
prize with the Ivrivy : Ameipsias was second with the Kévvos, 
and Aristophanes third with the NedéAa.* The old poet 
died the year after this victory.° The names of forty of his 
Comedies are known.® He appears to have been an exceed- 
ingly bold satirist,’ and was so popular that his choruses 
were sung at every banquet by the comus of revellers. The 
model for his iambic style was doubtless Archilochus,? whom 
he regarded as a type of his own profession, and whom 
he multiplied as he might have done any other ideal, in 
the chorus of one of his plays (the “ApxiAoyo.). To his 
audacious frankness even Aristophanes appeared to be in- 
fected with the mincing rhetoric of Euripides.1° There is 


1 Schol. Aristoph. Acharn. 67. 

* Argum. Acharn. 3 Argun. Equit. 4 Argum, Nub. 

* Lucian, Macrob. xxvy.; Proleg. Kiist. p. xxix. 

6 Fabric. m. p. 431, Earles. 

7 Comp. Horat. 1. Serm. iv. 1 sqq. with Persius, 1. 123. 

8 Aristoph. Eguit. 526 sqq. 

Eita Kpativov peuynucvos, bs ToAAG fevoas mor’ éralyw 
Aid Tav apedav mediov Efper, cal THs oTdcews Tapacipwy 
*"Epdper Tas Spis kal Tas mAaTavous Kal rovs éxOpols mpobeAduvous: 
"Acar & obk iv ev cvumociy TAY AQPOI SYKOMEAIAE, 

Kal TEKTONES EYIIAAAMON YMNON: oftos HvOncev éxeivos. 
Nouv) & duets avtdy dpavtes mapadnpodv7 ovK édeeire, 

*Exminmtovs@y Tay hAEKTpwy, Kal Tod TdvoU OvK é” evdvTOS, 

Tav @ apuoridy Siaxackovedy: adda yépwy by mepiéppet, 
“Qorep Kévvas, orépavoy pev exwv adov, diver 8 a&rodkwdds, 
“Ov xpiv dia Tas mpotepas vikas mivew ev TH Tputavely, 

Kal pi) Anpetv, GAAG OcdcOar AuTapby mapa TS Arovicg, 
Comp. Buttm. Mythol. 11. 345 foll. 

® His fragments abound in direct imitations of the great iambo- 
grapher. See Cratin. Archiloch. Fr. vit. 1x.; Pytine, Fr. x1. &. The 
verb ovykepavydw in Pyt. Fr. vit. is Archilochian ; see above, p. 30. 

10 He asks this question of his rival (Fragm. Incert. civ.): 

Ti d€ ob; Kouds tis Eporto Gearhs, 
‘YroderroAdyos, yywmdiantns, evpimidapictopavitwav, — [To 
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reason to believe that Cratinus, in imitation of Sophocles, 
increased the number of comic actors to three.t Of his 
private character we know nothing, save that he was a great 
tippler, and recommended the use of wine both by precept 
and by example.’ 


Crates is said to have been originally an actor in the 
plays of Cratinus ;? he could not, however, have followed this 
profession very Jong, for we learn from Eusebius that he was 
well known as a comedian in B.c. 450, which was not long 
after Cratinus, if he could be called in any sense the 
successor of Magnes, began to exhibit. He was the first 
comedian at Athens who departed from the satyrical form 
of Comedy, and formed his plots from general stories.* 
The names of twenty-six of his Comedies are known.® 
Aristophanes speaks in the highest terms of bis wit and 
ingenuity. His brother Epriycus was an epic poet and 
comedian.” 


PHERECRATES is mentioned as an imitator or rival of 
Crates, whose actor he is said to have been; and an ad- 
mirable emendation of the corrupt passage, which is our 
chief account of him, assigns his first victory to the archon- 
ship of Theodorus, B.o. 438.8 Although the same authority 


To which Aristophanes answers (Fragm. ccocxcvi.): 
Xpaduat yap avrov Tov otduatos TO aTpoyyvAg, 
Tovs vos 8 aGyopatous ATTov 7 Keivos Tow, 
1 Anon. de Com. p. xxxii. Comp. Meineke, Questiones Scenicex, 
I. p. 19. 
EAScnp, Horat. 1. Epist. xrx. 1; Aristoph. Paz, 687 (700) and 
Schol.; Meineke, Fragm. Com. vol. I. p. 119. 
3 Schol. Aristoph. Hquit. (p. 567, Dindorf). 
4 Tay de AGhynow Kpdtns mpartos ipkev adeuevos THs iauBuchs idéas, 
Kabdrov roreiy Adyous 7 wvGovs. Aristot. Poet. Iv. 7. 
5 Fabricius, U. p. 429, Harles. 
6 Aristoph. Equit. 537: 
Kpdrns 
“Os ard oukpas Samdvns buas apiotiCwy, am ‘mepmev 
"Ard kpauBoTatou orduatos paTTwy aoTEoTdTas émwolas. 
7 Suid. Kparns. 
® Anon. de Com. p. Xxix.: Gepexpdtns *A@nvaios vika emt Oedrpor 
(1. él @eodepov Dobree) yerduevos 6 dt (om. d Dobr.) bmoxpir7s eChAwke 
KodrnTa. 
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says that he abstained from persona! vituperation,’ the 
fragments of his plays show that he attacked Alcibiades, the 
fragic poet Melanthius, Polytion, and others. He was 
distinguished by the elegance of his style, and is called 
*Arrixératos.? Perhaps his name is most familiar to scholars 
as the inventor of the Pherecratean metre, which he calls 
a contracted anapestic verse, and which he probably 
formed by omitting the first two times in the parcemiac.* 
We have the names of between 15 and 20 of his Comedies. 


Purynicuvs, the comic poet, who must be carefully distin- 
guished from the tragedian of the same name, exhibited first 
in the year 3.c. 435.5 He was attacked as a plagiarist in the 
Poppopopor of Hermippus, which was written before the death 
of Sitalces, i.e. before B.c. 424.6 Ins.c.414 when Ameipsias 
was first with the Kwyacrai, and Aristophanes second with 
the “OpviGes, Phrynichus was third with the Movérporos.? In 
B.C. 405 Philonides was first with the Bdrpayo of Aristo- 
phanes, Phrynichus second with the Motcou, and Plato third 
with the KAcopév.8 He is ridiculed by Aristophanes in the 
Bdrpaxo: for his custom of introducing grumbling slaves on 
the stage.? The names of ten of his pieces are knownto us.?° 


1 rod mev AoiWopely axéorn. 
* Athen. vi. p. 268 £; Suid. s. v. ’A@nvala; Phrynichus Sophist. ap. 
Steph. Byz. 8. v. A@7jva, p. 34, Meineke. 
5 Ap. Hephxst. x. 5; XV. 15; Schol. Ar. Nub. 564: 
&vdpes mpdcoxete Tov vow 
efeupimate Kaw@ 
cupntTiKtos avaralorols. 
* As the parcemiac is itself catalectic, the omission of a syllable at 
the beginning makes it ctumruxrtos, z. e. “folded in at both ends.” 
5 Suid. dpiy.—-ebldate rd mpdrov em) ror’ dAvumiddos. Clinton would 
read 7(’. 
6 Clinton, F. H. 1. p. 67. 7 Arg. Av. ® Arg. Ran. 
® Aristoph. Ran. 12 sqq. 
Bovflas. tl d77 éde we Tatta Ta cKedy pépew, 
elrep morjow pndey Gvrep Spivixos 
elwOe moretv, kal Adis, k’ ’Aueupias, 
oKetdn pepoia ExdotoT ev Kwuwdla- 
Atévucos. pi) viv movhons’ ws éyd Oedpevos, 
éray Tt ToUTwY TOY copicudTwr iw, 
mAciv 1} viavT@ mpeoBbrepos amépxomat. 
10 Fabricius, 11. p. 483, Harles. 
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Of Hrermirrvs, the son of Lysis, we know nothing save 
that he was opposed to Pericles,! and on one occasion 
prosecuted Aspasia for impiety.” His brother Mrrrinus 
was alsoa comedian.® 


Evrouis was not much older than Aristophanes. It is 
stated by Suidas that he was seventeen years old when he 
began to exhibit; and if we may conclude from another 
statement,‘ that he produced his first Comedy in the 
archonship of Apollodorus, he must have been born about 
the year z.c. 446.5 The success of his Comedy, called 
Novyynviac in B.C. 425, has been already mentioned. ‘Two 
of his Comedies, the Maprxas and the KoAaxes, appeared in B.C. 
421. The AiroAvxos came out in the following year, when 
perhaps he wrote the *Aozparevror also, for that play appears 
to have preceded the Eipyvy of Aristophanes, which was 
acted in B.c. 419. According to one account he was thrown 
overboard by Alcibiades on his way to Sicily in B.c. 415, in 
consequence of some invectives against that celebrated man, 
which he had introduced into one of his Comedies. This 
story is improbable in itself; and it is, besides, refuted by 
two circumstances: Eratosthenes adduced some Comedies 
which he had written after the year B.c. 415,’ and Pausanias 
tells us that his tomb was on the banks of the Asopus in 
the territory of the Sicyonians.* According to another 
account, he fell in a sea-fight in the Hellespont; and Agina 
is said to have been the place of his burial. The titles of 
twenty-four of his Comedies have been preserved.® Eupolis 


1 See the Anapests in Plutarch, Pericles, xxxmt. 

2 Plutarch, Pericles, cxxxt.cxxxu. This was about the year 
B.C. 432. 3 Suid. Mupriaos. 

4 Prolegom. Aristoph. p. XXix. 5 Clinton, F. H. m. p. 63. 

6 See Clinton, under these years. Autolyeus was a sort of Agathon ; 
like Agathon he obtained a victory at the public games, and is the hero 
of a symposium (Athen. v. 187 F, 217 D, and Xenoph. Symposium); 
and, like Agathon, he was courted for his personal attractions. Athen. 

. 188 A, 
ea: Quis enim non dixit, Evmoawy, Tov THs &pxalas, ab Alcibiade, navi- 
gante in Siciliam, dejectum esse in mare? Redarguit Eratosthenes. 
Adfert enim, quas ille post id tempus fabulas docuerit.”—Cicero ad 
Att. VI. f. 
5 Pausan, I. 7, 3. 9 Fabricius, u. p. 445, Harles. 
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was very personal and scurrilous, and almost every one of 
his plays seems to have been written to caricature and 
lampoon some obnoxious individual. The Mapixés was a 
protessed attack upon the demagogue Hyperbolus;! in the 
Adrodvxos heridiculed the handsome pancratiast of that name? 
in the “Aozpérevro:, which was probably a pasquinade, directed 
against the useless and cowardly citizens of Athens, Me- 
-lanthius was denounced as an epicure;? the Bazrat dealt 
very hardly with Alcibiades ;* and in the Adkwres he inveighed 
against Cimon, both in his public and private character, 
because that statesman was thought to incline too much to 
the Spartans, and showed in every action a desire to counter- 
act the democratical principle, which was at work in the 
Athenian constitution.’ Aristophanes, too, seems to have 
been on bad terms with Eupolis, whom he charges with 
haying pillaged the materials for his Mapixés from the ‘Immijs,® 
and with making scurrilous jokes on his premature baldness.” 


1 Schol. Nub. 591: edidax0n ka ‘YrepBdrov peta thy KAéwvos 
Oavarov. See also the passage from the ‘Immjs quoted below. 

* Athen. vy. 216, where Kupolis is said to have brought out this piece 
under the name of Demostratus, probably the same as Demopceetus, a 
comic poet mentioned by Suidas, v. xépat. There were two editions 
of the Autolycus. $ Schol. Aristoph. Paz, 808. 

4 Themist. p. 1108. The words of Juvenal, m. 91, if they refer to 
this Comedy, would imply that the obscene rites of Cotytto were the 
objects of his censure— 

“* Talia secreta coluerunt orgia taeda 
Cecropiam soliti Baptz lassare Cotytto.”’ 
On the Cotyttia and the Baptz, see Buttmann, Mythol. 11. p. 159 sqq. 
and Meineke, Hist. Crit. p. 119 sqq. 

° Plutarch, Cim. xv. With regard to the name of the Comedy, we may 
remark, that Cimon had called his son Lacedzemonius (see Thucyd. r. 
45), and that the name of the son was often an epithet of the father. 
Miiller, Dor. 1. 3, § 10, note (f). 

6 Oita: & os drak rapedwKey AaBhy “LrépBoros, 

Tovtov deiAaioy KoAeTpao” Ge Kad THY wnTépa, 

Evmodis pev Toy Mapixay mpaétictoy mapelAkuoev 

"Exotpéwas Tovs juetepous ‘Imméas kakds Kakas, 

TIpoodcis atT@ ypaty pebtonv, Tod Kdpdakos elvex’, iv 

Spivixos wddar wemolnx’, hv Td Kiros HoOiev. Nubes, 551 sqq. 

Eupolis, however, had reasons for recriminating. See Meineke, Hist. 

it. p. Tor, and below, Section II, 
7 See the Schol. on Nub. 532: 


ovd’ Ecxwpe Tods padaxpous. 


o 2 
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Eupolis appears to have been a warm admirer of Pericles as 
a statesman and as a man,! as it was reasonable that such 
a Comedian should be, if it is true that he owed his unre- 
strained licence of speech to the patronage of that celebrated 
minister. We may form an idea of the style of Eupolis from 
the Horsemen and Frogs of Aristophanes, which had many 
points in common with the Maricas and Demi of this poet. 
For as in the Maricas Hyperbolus, so in the Horsemen 
Cleon is represented as an intriguing and influential slave 
of the people, and in both Comedies the worthy Nicias 
appears as an undervalued and superseded domestic. As in 
the Frogs of Aristophanes, Bacchus visits the lower world 
to seek out and restore to Athens one of the older and 
better Tragedians, so in the Demt of Eupolis, Myronides is 
made to bring back Solon, Miltiades, and Pericles, to their 
unworthy and degenerate countrymen. 

Other writers of the Old Comedy are mentioned as the 
predecessors or contemporaries of Aristophanes; but we 
know little more of them than their names; though it is 
probable that inany of them (for instance, AMEIPSIAS, who 
twice conquered Aristophanes) were (at least in the 
opinion of their contemporaries) by no means deficient in 
merit. 

Of those poets of the Old Comedy, who survived the full 
vigour of Athenian democracy and lived till the period of 
transition to the Middle Comedy, the most eminent were 
Prato, THropomevs, and STRATTIS. 


Prato, commonly known as 6 kwyixds, to distinguish him 
from his great namesake the philosopher, first exhibited in B.c. 
427,? and as he alluded in one of his plays to the appoint- 


1 Kupolis, Ajpors. 
Kpatiotos ovtos eyéver avOpérwy A€yew. 
‘Ordre mapéA0at, Sarep ayaol Spouts, 
°Ek O€xa moder per A€ywy Tovs prTopas. 
B. Taxdy A€yers wev, mpds 5€ y avrod TE TaXEL 
Tle:0é tis emenadilev emt tots xelAcow" 
Otrtws exnre, kal udvos Tay pntdépwy 
Td Kéevrpoy eyKaréAeime TOls akpowpevols. 
Schol. Aristoph. Acharn. p. 794, Dindorf. See Meineke, Fragm. 11. 458. 
2 Cyrill. ad Julian. 1. p. 13 B. 
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ment of Agyrrhius as general of the army at Lesbos,! he 
must have been flourishing in B.c. 389. In his Peisander he 
described himself as having laboured for others, like an 
Arcadian mercenary.” And this has been interpreted as 
indicating his poverty. It may, however, simply mean 
that Plato did not at first represent under his own name; 
but, ike Aristophanes and Ameipsias, published his dramas 
anonymously, until in the parabasis to the Peisander he 
thought it expedient to assert his literary claims.4 There 
seems to be littie doubt that Plato was one of the most 
distinguished of the contemporaries of Aristophanes. His 
style is described as ‘‘ brilliant.”®> Though he inclincd to 
the type of Middle Comedy in his later years, his earlier 
plays were full of political satire, and Dio Chrysostom 
mentions him, along with Aristophanes and Cratinus, as a 
specimen of the abusive personalities to which the Athe- 
nians were willing to listen.° His attacks were directed 
against demagogues like Cleon, Hyperbolus, Cleophon, Pei- 
sander, and Agyrrhius, against the general Leagrus, and the 
rhetoricians Cephalus and Archinus. And, like Eupolis, 
he ventured to ridicule Aristophanes himseif.7 He left 
twenty-eight Comedies,® some of which bore the names of 
the persons against whom they were directed.° 


TxHeEoprompus, the son of Theodectes, Theodorus, or 
Tisamenus, is said to have been a contemporary of Aristo- 
phanes, but, if we may judge from the titles of twenty of 


1 Plutarch, Pree. resp. ger. p. 801 B. For Agyrrhius and his 
appointment see Xen. Hell. 1v. 8, 31; Diod. Sic. x1v. 99. Cf. Schol. 
Ee les, 102. 

2 Suidas, s. Vv. Apkadas pimovmevor, 

5 Suidas says 5:4 weviay "Apkddas uimetoOar pn, but there is nothing 
to show that this was the assertion of Plato himself. 

4 Meineke, Hist. Crit. Com. p. 162. 

' § Bekker, Anecd. p. 1461: 6 7d xapaxrijpa Aaumpdtatos. Cf. Suidas, 
8. V. MAdtor, § Orat. Xxxul. p. 4, Reiske. 

7 Schol. Plat. p. 331, Bekker: nwupdcira: 5 br: 7d THs Eiphyns 
Kodogoikdy etijpey &yaApc EvaroAis AvToA’Km, TlAatwr Nikais. 

8 Anon. de Com. p. ¥xxiv,; Bekker, Anecd. u.s. Suidas enumerates 
30, but two of these, the Adxwves and Mauudkvéos, were merely two 
editions of the same play. 

® As the KAcopar, the ‘YrepBodos and the Meloavipos. 
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his plays, which have been preserved, his style must have 
been chiefly that of the Middle Comedy. 


Srrattis, who began to exhibit about B.c. 412, and 
wrote about twenty plays, two of which, the Medea and 
Phenisse, derived their titles and probably their subjects 
from tragedies by Euripides, is chiefly interesting from 
the fact that he entertained a warm admiration for the 
tragi-comedies of that poet, especially the Orestes which he 
called dpaya deEusrarov,' a circumstance which tends to con- 
firm our belief that Euripides exercised a paramount influence 
over the later writers of Attic Comedy. 


Besides the fifteen names which we have mentioned, the 
following poets are assigned to the Old Comedy. 


1. TELECLEIDES, a contemporary and opponent of 
Pericles. 

2. Purionipes, a friend and coadjutor of Aristophanes. 

3. ARCHIPPUS, who gained the prize in B.c. 415, and 


was chiefly celebrated for a play called the Fishes in which 
he ridiculed the fish-dinners of Athens. 


4, ARISTOMENES, who competed with Aristophanes in 
B.C. 424 and 392. 
5. CaLiias, a younger contemporary of Cratinus. 


6. Lysrppus, who won the prize in B.c. 435, and whose 
play called the Bacche gained some reputation. 


7. Leucon, who competed with Aristophanes and 
Eupolis in B.c. 422 and 421 


8. Mrtacrnes, who is known by the names of some five 
or six Comedies, and seems to have enjoyed a considerable 
reputation. 


9. ARISTAGORAS, who edited the Atpa: of Metagenes 
with the new title Mappaxv6os, to which Aristophanes 
alludes. 


1 Schol. Eurip. Orest. 278. * Meineke, Hist. Crit. Com. p. 217. 
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10. AristonyMUs, a contemporary of Aristophanes, 
best known by his play called The Shivering Sun, (“HAwos 
pyar). 

11. Auczvus, a writer of mythological Comedies. 


12. Evunicus (or #nictus), whose Comedies Anéeia or 
Anitheia and The Cities are attributed to other writers." 


13. CanrHarus, a contemporary of Plato the Comedian, 
to whom one of his plays is attributed. 


14. Dioctzs of Phlius, of the same age as Cantharus. 


15. Nrcocusres, son of Philonides, wrote mythical 
Comedies, and belonged to the Middle Comedy as well as 
to the Old. 


16. NicorHon,a younger contemporary of Aristophanes, 
but a poet of the mythical school. 


17. Puityxuivs,’ a careless poet, inclining to the style 
of the Middle Comedy. 


18. Ponyze1vs, a poet of mythical Comedy. 


19. SANNYRION, a contemporary of the later poets of 
the Old Comedy, by whom he is ridiculed. ; 


20. APOLLOPHANES, a contemporary of Strattis. 

921. Erirycvs, author of the Coraliscus. 

22. Euruyczes, author of the Profligates and Atalanta. 
23. Demetrius, wrote after the Peloponnesian war. 


24. Cepntsoporus, author of the Amazons, Antilais, 
Trophonius and the Hog. 


25. Aurocrates, author of the Tympaniste. 


1 Meineke, Hist. Crit. Com. pp. 250, 260. 

2 Philyllius is said to have been the first to introduce torches on the 
stage (Schol. Aristoph. Plut. 1195); and it is remarkable that he used 
the word avaAddBnres as a synonym for aud@ntos ypayudtar (Anti- 
atticista, p. 83). 
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CHAPTER II. 


SECTION IL 


ARISTOPHANES, 


Te suys, moyennant ung peu de Pantagruelisme (vous entendez que c’est 
certaine guayeté desperit conficte en mepriz des choses fortuites) sain 
et degourt ; prest a boyre, st voulez. RaBELaIs, 


Or the works of the other comedians we possess only 
detached fragments ; but eleven of the plays of ARIsSTOPHANES 
haye come down to us complete. This alone would incline us 
to wish for a fuller account of the writer, even though the 
intrinsic value of his remaining Comedies were not so great 
as it really is. Unfortunately, however, we know much 
less about Aristophanes than about any of his distinguished 
contemporaries, and the materials for his biography are so 
scanty and of so little credit, that we willingly turn from 
them to his works, in which we see a living picture of the 
man and his times. The following are the few particulars 
which are known regarding his personal history.t His 
father’s name was Philippus,? not Philippides, as has been 
inferred from the inscription on a bust supposed to represent 
him. Of the rank and station of his father we know 
nothing ; it is presumed, however, from his own silence, 
and that of his enemies, that it was respectable. More 


1 The reader will find a full and accurate discussion of all questions 
relating to the life of Aristophanes down to the representation of the 
Clouds in Ranke’s Commentatio de Aristophanis Vitd, prefixed to 
Thiersch’s edition of the Plutus. See also Bergk in Meineke’s Fragm. 
Il. pp. 893—940. 

? This is stated by all the authorities of his life—namely, his 
anonymous biographer, the writer on Comedy in the Greek prole- 
gomena to Aristophanes, the Scholiast on Plato, and Thomas Magister. 

3 The inscription is ’Apiotopdyns SiAirmidov. That this statue is 
not genuine is now generally agreed. See Winckelmann, wm. p. 114, 
The fact that his son’s name was Philippus is an evidence that it was 
also the grandfather’s name. Ranke, clxxxiy. ; 
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than one country claims the honour of being his birthplace. 
The anonymous writer on Comedy says merely that he was 
an Athenian; the author of his life, and Thomas Magister 
add that he was of the Cydathenzan Deme, and Pandionid 
Tribe. Suidas tells us, that some said he was from Lindus 
in Rhodes, or from Camirus; that others called him an 
Egyptian,’ and others an Aginetan. All this confusion 
seems to have arisen from the fact, that Cleon, in revenge 
for some of the invectives with which Aristophanes had 
assailed him, brought an action against the poet with a view 
to deprive him of his civic rights (€evias ypady). Now the 
defence, which Aristophanes'is said to have set up on this 
occasion, shows the object of Cleon was to prove that he 
was not the son of his reputed father Philippus, but the 
offspring of an illicit intercourse between bis mother and 
some person who was not an Athenian citizen. Con- 
sequently his nominal parents are tacitly admitted to have 
been Athenian citizens, and, as Cleon failed to prove his 
illegitimacy, he must have been one likewise. That he 
was born at Athens cannot but be evident to every one who 
has read his Comedies. Would a mere resident alien have 
laboured so strenuously for the good of his adopted country ? 
Would one who was not a citizen by birth have ventured to 
laugh at all who did not belong to the old Athenian 
parpia: ?? and how are we otherwise to account for the 
purely Athenian spirit, language, and tone which pervade 
every line that he wrote? It would not be difficult to 
explain why these different countries have been assigned as 
the birthplaces of Aristophanes. With regard to the 
statement that he was a Rhodian; he is very often con- 
founded with Antiphanes and Anaxandrides, the former of 
whom was, according to Dionysius, a Rhodian, and the 
latter, according to Suidas, was born at Camirus. The 
notion that he was an Aigyptian may very well have arisen 
from the many allusions which he makes to the people of 
that country, and their peculiar customs. With regard to 
the statement of Heliodorus that he was from Naucratis, 
it is possible that writer may be alluding to some com- 


} Heliodorus sep) ’AxpowéAcws (apud Athen. vi. p. 229 E) says that 
he was of Naucratis in the Delta, 2 Ran. 418; Aves, 765. 
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mercial residence of his ancestors in that city, but his words 
do not imply that either Aristophanes or his parents were 
born there. His Aginetan origin has been presumed 
from the passage in the Acharnians, in which his actor 
Callistratus (who was the nominal author of the play) 
alludes to his being one of the xAypodyxou, to whom that island 
had been assigned.!_ We have positive evidence that he was 
one of them, and the fact that these xAnpotyo: were generally 
poor’ would show that Callistratus is alluding to himself, 
and not to Aristophanes ; and even if he were, this would be 
no proof, that Aristophanes was not a citizen, for all the 
kAnpodxor continued to enjoy their civic rights.? The 
remains of Aristophanes are sufficient to show that he had 
received a first-rate education. There is no positive evidence 
for the opinion,* that he was a pupil of Prodicus. The 
three passages in his remaining Comedies,’ in which he 
mentions that sophist, do not show the usual respect of a 
disciple for his master, and the coincidence in name, and 
probable similarity of subject, between the “Opa: of Aristo- 
phanes and The Choice of Hercules by Prodicus, are perhaps 
a proof that the comedian parodied and ridiculed, rather 
than admired and imitated, the latter.® 

The literary career of Aristophanes naturally divides itself 
into three periods, defined by the corresponding changes of 
social and political life at Athens. As Attic Comedy rose 
and fell with the democratic domination of the state, even 
the genius of its greatest representative could not control 
the outward influences to which he was exposed. The 
waning vigour of popular freedom necessarily affected the 
political character of Comedy, and deprived the parabasis 

2 Thucyd. m. 27; Diod. xm. 44. Callistratus was one of them, 
Aristophanes not. Schol. Acharn. 654, p. 801, Dind.: ovdels tordpnkev 
és ev Alylyn Kéntntal Te "Apiotoddvns, GAN Eoike Tav’Ta mepl KaAAt- 
otparov AéyecOa, ds KeKAnpovxnKey ev Aiylyn peta Thy avdoTaow 
Alywntav id? Anvaiwy. 

? Bockh, Hoon. of Ath. Vol. 11. p. 172, note 521, Engl. Tr. 

3 Bockh, Ee. 0. p. 174. 

* Of Riickert on Plat. Symp. pp. 280 sqq. 

5 Aves, 692; Nubes, 360; fr. Tragonist. No. 418, Dindorf. 

6 On the “Opa of Aristophanes and Prodicus, see Welcker in the 
Rhein. Mus. for 1833, p. 576. He thinks that the connection between 
the*Qpa of these two authors is merely accidental, p. 592. 
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or address to the audience of its unconstrained liberty of 
speech. On the other hand, the fatal catastrophe of 
Syracuse, while it destroyed the flower of the citizens, so 
seriously diminished the resources of the state, that the 
dramatic entertainments could no longer be exhibited with 
the same lavish expenditure. From both causes, the chorus 
of Comedy became insignificant, till, at last, there was the 
_ literary paradox of a kwywdia without its xépuos. The eleven 
extant Comedies of Aristophanes may be arranged in three 
groups, corresponding to the three periods to which we 
refer. In the first period, which extends to the time of the 
Sicilian expedition, we have six Comedies, all of which re- 
present the unimpaired genius of the poet, and the complete 
machinery of the comic stage. These are the Acharnians, 
the Horsemen, the Clouds, the Wasps, the Peace, and the 
Birds. The second period, which corresponds to the later 
years of the war, is represented by three dramas, in which 
the political element and the chorus are both diminished 
in prominence and importance. These are the Lysistrata, 
the Thesmophoriazuse, and the Frogs. The third and con- 
cluding period, which followed the downfall of the Athenian 
empire, exhibits the genius of Aristophanes in its feeblest 
form, and has transmitted to us only two Comedies, the 
Ecclesiazuse and the Plutus, in which the choral element is 
altogether insignificant, and the plots are derived from the 
ideal world rather than from the actualities of Athenian life, 
which furnished the materials for the Comedies of the first 
eriod. 
4 Aristophanes brought out his first Comedy, the Banqueters, 
(Auradcis) in B.c. 427 :! and it is from the known date of 
this play that we must infer his birth-year. It is stated? 
that he was at this time little more than a boy (cyeddv 
peipdxioxos). We are told, indeed,? that he was thirty 
years of age when the Clouds was acted. This would place 
his birth-year at B.c. 453, if the first edition, or at 452, if 


1 Sce the passages in Clinton, F. H. 1. p. 65. 

2 Schol. Ran. 504. Miiller thinks (Hist. Lit. Gr. mu. p. 19, new ed.\ 
that this statement is an exaggeration, and that Aristophanes was at 
least twenty-five in B.c. 427. 

3 Schol. Nub. p. 237, Dindorf. 
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the second edition of that play is referred to. But could a 
man born so early as B.c. 452 be called oxedov perpdxiokos at 
the time of the great plague? We think he could not. 
If, then, these two authorities of the same kind contradict 
one another, which are we to adopt? Now there is no 
reason to doubt the first statement, that Aristophanes was 
very young at the time when his first Comedy appeared; 
and there is reason to believe that the second statement is 
merely an inference drawn from a misinterpretation of a 
passage in the Clouds. We feel inclined, therefore, to 
reject the latter altogether, and take the former as the only 
means we have of approximating to the birth-year of 
Aristophanes, which if he was oyeddv jrerpdxioxos or nearly 
seventeen in B.c. 427, must have been about the year 
B.C. 444. 

The Banqueters, which was acted in the name of Philo- 
nides,> was an exposition of the corruptions which had 
crept into the Athenian system of education. A father was 
introduced with two sons, one of them educated in the 
old-fashioned way, the other brought up in all the new- 
fangled and pernicious refinements of sophistry; and by 
drawing a comparison between the two young men to the 
disadvantage of the latter, the poet hoped to attract the 
attention of his countrymen to the dangers and incon- 
veniences of the new system.’ The second prize was awarded 
to Philonides, and the play was much admired.* InB.c. 426 
he brought out the Babylonians, and, in the following spring, 
the Acharnians, both under the name of his actor Callis- 
tratus.. The latter gained the first prize, the second and 
third being adjudged to Cratinus and Eupolis. The chorus 
of the Babylonians consisted of barbarian slaves employed in 


1 Unless we adopt Ranke’s conjecture with regard to the date of the 
second edition, which would make the two accounts nearly agree. See 
below, p. 184. 

2 Dindorf, fr. Aristoph. p. 527, Oxford edition. Ranke (p. eccxx) 
thinks it was Callistratus. If there is truth in the statement that he 
handed oyer to Callistratus his political dramas, and to Philonides 
those which related to private life, the Aa:raAe?s was probably trans- 
ferred to the latter. 

3 See Siivern, iiber die Wolken, pp. 26 foll. 

4 Schol. Nub. 529. 5 Clinton, F. H. under those years. 
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the mills :! this is all that we know of the plot of the piece. 
It appears to have been acted at the great Dionysia, and to 
have been an attack upon the demagogues; for Cleon, who 
was then (Pericles having recently died) at the head of 
affairs,’ brought an <icayycAia before the senate against 
Callistratus, on the grounds that he had satirized the public 
functionaries in the presence of their allies, who were then 
- at Athens to pay the tribute. This accusation has been 
confounded with the indictment of evia, brought by Cleon 
against Aristophanes himself. 

It does not appear that Cleon was successful in establish- 
ing his charge, for we find Callistratus again upon the stage 
the following year, when the Acharnians was performed atl 
the Lenza. The object of this play, the earliest of the 
Comedies of Aristophanes which have come down to us 
entire, is to induce the Athenians, by holding before them 
the blessings of peace, and by ridiculing the braggadocios of | 
the day, to entertain any favourable proposals which the 
Lacedemonians might make for putting an end to the 
disastrous war in which they were engaged; and while he 
ventured to utter the well-nigh forgotten word Peace, he 
boldly told his countrymen tbat they had sacrificed, without 


1 See Hesych. 8. vv. BaSvAGri0.—Saplov 6 djjuos. And Suid. s. v. 
BaBvaAwvia kepivos. 

2 Thucydides, writing of the year before the performance of The 
Babylonians, says (ut. 36), that KAéwyv was 7G dque mapa word ev TH 
TéTe ribaveéTatos. 

3 Comp. Acharn. 355 foll.: 

Aités 7 euautoy bmd KAéwvos &mradov 

-Emliotapat 51d Thy mépvor Kwpmdiar. 

EiceAkious yap we cis Tb BovAeuTnptoy 

AiéBarre kal Wevdi KateyASTTLCE pov, 

KaxvedoBépe: kimAuvey dor 6Atyou may 

-ArwAduny moAvyoTparyjsLovoupevos* 
with vv. 476 foll.: 

"Ey 5 Ad~w Sewdh pev Sika é 

Ov yp pe viv ye diaBadret KAewy Ort 

Eévay wapévrwy Thy wéAw KaKds Evo, 

Aitol ydp éopev odm) Anvatp 7’ ayer, 

Kotrw Eevor méperow" 
and the Scholiasts. On the relations between Aristophanes and Cleon, 
and on the character of the latter, the student will find some striking 
remarks in Grote, Hist. Gr. Vol. vI. pp. 657 sqq. 
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any just or sufficient cause, the comforts which he painted to 
them in such vivid colours. 

Aristophanes, having conferred upon the nominal authors 
of his plays much, not only of reputation, but also of danger, 
now thought it right to appropriate to himself both the 
glory and the hazard of his undertaking, and in B.o. 424 
demanded a chorus in his own name. The Comedy, which 
he exhibited on this occasion, and in the composition of which 
Eupolis claimed a share, was the Horsemen; it was acted at 
the Lenza, and gained the first prize: Cratinus was second, 
and Aristomenes third. Theobject of this play is to over- 
throw Cleon, who was then flushed with “his undeserved | 
success at Sphacteria in the preceding year, and had excited © 
the indignation of Aristophanes and all the Athenians who ~ 
wished well to their country, by his constant opposition to | 
the proposals of the Lacedemonians for an equitable | 
arrangement of the terms of peace. The demagogue was | | 
considered at that time so formidabie an adversary, that no 
one could be found to make a mask to represent his features, 
so that Aristophanes, who personated him on the stage, was 
obliged to return to the old custom of smearing the face 
with wine-lees ;* and, as Cleon is represented in the play as 
a great drunkard, the substitute was probably adequate to 
the occasion/| The Comedy is an allegorical caricature of the 
broadest kind, showing how the eminent generals and states- 
men, Nicias and Demosthenes, with the aid of the xadot 
xaya$ot among the citizens, delivered the Athenian John 
Bull from the clutches of the son of Clezenetus, and effected 
a marvellous change in the temper and external appearance , 
of their doting master. This is expressed in a wonderfully 
ingenious manner. The instrument they use is one Agora- — 
critus, who is called a sausage-seller (4AXavrow@dys). Now | 
there lived, at this time, a celebrated sculptor of that name, — 
who, having made for the Athenians a most beautiful statue 


1 Argum. Eqq. The reference of this piece to the Lenzxa is sup- 
ported by the allusion in vy. 881—3, to the wintry weather, which 
prevailed in the month Lenzon, according to Hesiod. On the claims 
of Eupolis to a share in this Comedy, see Bernhardy, Grundriss, I. p. 
973; and for the passage attributed to him, Meineke, Fragm. M1. 1, 
P- 577+ * Schol, Hqqg. 230. See above, p. 80. 
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of Venus which they could not buy, transformed it into a 
representation of Nemesis, and sold it to the Rhamnusians.* 
It is this Agoracritus, who, by a play upon the words 
dA\Adooew and dAdGs, is called a transformation-monger in 
regard to the People: he changes the easy good-tempered 
old man into a punisher of the guilty—a laughing Venus 
into a frowning Nemesis ;—he metamorphoses the ill-clad 
unseemly Demus of the Pnyx into a likeness of the beautiful 
Demus, the son of Pyrilampes the Rhamnusian, just as 
Agoracritus transferred to Khamnus a statue destined for 
Athens. It seems to have been in consequence of this 
attack that Cleon made the unsuccessful attempt (to which 
we haye already alluded) to deprive Aristophanes of his civie 
rights. 

“The next recorded Comedy of Aristophanes is the Clouds, 
the most celebrated and perhaps the most elaborately finished, 
as it is certainly the most serious, of his remaining plays. 
When he first submitted it to the judges, the plays of 
Cratinus and Ameipsias, who were his competitors, were 
honoured with the first and second prizes. This was in the 
year B.C. 423 ; and it is probable that Aristophanes, indignant 
at his unexpected ill-success, withdrew the play, and 
did not bring it out till some years afterwards, when he 
added something to the parabasis, and perhaps made a few 
other alterations. The author of the argument and the 
Scholiast refer the second edition to the year B.c. 422, 
but it has been shown from the mention of the Maricas of 
Eupolis, and other internal evidences, that it could not 
have been acted till some years after the death of Cleon; 
and it is conjectured that it did not appear till after the 
exhibition of the Lysistrata in B.c. 411.2 It will not be 
expected that we should here enumerate the various options 
which have been entertained of the object of Aristophanes 
in writing this Comedy,’ or that we should enter upon a 


1 Plin. H. N. XXXVI. 4. ? Ranke, chapters xxvut. and XL. 

3 We refer the reader who wishes to study this subject minutely and 
accurately to Hermann, Prefat. ad’ Nubes, xxxii—liy; Wolf’s Intro- 
duction to his German translation of the play; Reisig. Prxfat. ad 
Nubes, viii—xxx, and his Essay in the Rheinisches Museum for 1828, 
pp. 191 and 464; Mitchell's and Welcker’s Introductions to. their 
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new and detailed examination of the piece. We must, on 
the present occasion, be content with stating briefly and 
generally, what we conceive to have been the design of the 
poet. In the Wasps, which was written the year after the 
first ill-success of the Clouds, he calls this Comedy an 
attack upon the prevailing vices of the young men of his day.? 
Now, if we turn to the Clouds, we shall see that he not only 
does this, but also investigates the causes of the corrupt 
state of the Athenian youth; and this he asserts to have 
arisen from the changes introduced into the national edu- 
cation by the sophists, by the substitution of sophistical for 
rhapsodical instruction. The hero of the piece is Socrates, 
who was, in the judgment of Aristophanes, a sophist to al] 
intents and purposes. We donot think it necessary to deny 
that Socrates was a well-meaning man, and in many respects 
a good citizen; we are disposed to believe that he was, not 
because Plato and Xenophon have represented him as such 


(in their justification of his character, each of them is but 


iatpds GAAwy ards EAxeot Bpdwv), but because Aristophanes! | 
has brought no specific charges against him, as far as his | 
intentions are concerned. But Socrates was an innovator | 


in education ; he approved, perhaps assisted in the corrup- — 


tions which Euripides introduced into Tragedy; he was the 
pupil and the friend of several of the sophists ; it was in his 
character of dialectician that he was courted by the am- 
bitious young men; he was the tutor of Alcibiades; his sin- 
gular manners and affected slovenliness had every appearance 
of quackery ; and, if we add, that he was the only one of the 
eminent sophists who was an Athenian-born, we shall not 


Translations of Aristophanes; Ranke, Comment. chapters XLI.—XLIV. ; 
Siivern’s Essay; and Miiller, Hist. Lit. Gr. u. pp. 33, new ed. sqq. 
Rotscher has given a general statement of some of these opinions in 
his Aristophanes und sein Zeitalter, pp. 294—391, which he follows up 
with his own not very intelligible view of the question. 
1 yy. 1037 foll. : 

?AAN’ brep bua@y Er. Kal vuv) moAeuel. pnoly Te met avTOD 

Tots AmidAos emiXElpjoal TEpvaoiy Kal ToLs TupEeToLoW 

O} rods matépas 7’ Ayxov vuKTwp Kad Tos mammous GmréryLyor, 

KatakaAwdpevol 7 emt tats Kottats ém) Toiow ampaypnoow Suey 

"Avtwpoclas Kal mporkAnoes Kat paptuplas ouvekdAAwY, K.T.A. 
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able opinion, which Aristophanes everywhere expresses 
respecting the dramatic merits of Euripides, could not have 
left his audience in any doubt as to the results of a com- 
parison which he undertook to make, between the great 
founder of Greek tragedy, and the rhetorical poet, who had 
so entirely altered its character. Accordingly, Aschylus 
is carried back to the city, where his Tragedies were still 
alive; for he is made to say, with considerable humour, that 
his poetry had not died with him, and that Euripides, 
who had brought his works down to Hades, was better 
prepared for the literary contest. 

The exhibition of the Frogs was speedily followed by the 
battle of Aigos-Potami, the fall of Athens, and the subver- 
sion of the democracy. For some years there was no 
possibility for any display of the literary genius of such a 
poet as Aristophanes, and we do not hear of him until some 
years after the return of Thrasybulus. From the concluding 
period of his literary history, only two Comedies have come 
down to us complete; and both of these present to us a 
very different state of things from that which had prevailed 
during the Peloponnesian war. While democracy had 
revived with some of its worst abuses, and while dema- 
gogues, like Agyrrhius, were leading the populace into the 
most whimsical extravagances, the educated class had 
learned to express with boldness the feelings of disgust and 
contempt with which this wild republicanism had inspired 
them. This anti-democratic tendency was fostered by the 
writings of some able men attached to the government of 
the thirty tyrants, among whom the most eminent was 
Plato. Connected with Critias by the ties of blood, and a 
near relation of the Charmides, who fell fighting against the 
party of Thrasybulus, he had but little sympathy with the 
restored democracy at Athens; and when his teacher 
Socrates had been put to death in B.c. 399, after a prosecu- 


1 vv. 866 sqq.: 
Ai. éBovAduny pev ove epiCew evOade 
ove e& trou yap eoTw ayav vev. 
Au Tt Sal: 
Ai, étt 7 molnots obx? cuvTébvnKe fmol, 
ToUT@ Se cuvTebyynKev, HoO Eker ACyeuv. 
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tion instituted by men connected with the popular party, 
Plato retired to Megara, and did not return to Athens till 
after some four years spent in foreign travel. The feelings 
of despair with which he regarded all existing forms of 
government are recorded in an epistle written about this 
time,’ and it has been fairly argued? that he must have 
published soon afterwards at least the first sketch of his 
Republic, in which his object is to maintain by the elaborate 
picture of an ideal government the thesis laid down in the 
epistle, namely that the only remedy for the miseries of 
mankind must be sought in the establishment of a truly 
philosophical aristocracy. One of the most offensive 
features in Plato’s ideal Republic is his proposal for a com- 
munity of property and wives, and the supposition that the 
original edition, containing the first six books, was given. 
to the public soon after B.c. 395, is strongly supported by 
the statement of the old grammarians,‘ that this work is 
ridiculed by Aristophanes in his Leclesiazuse which 
appeared in 8.0. 892, and in which Plato is mentioned, as 
he is also in the Plutus, by a diminutive of his original name 
Aristocles5 In this comedy the women assume the male 
attire, steal into the assembly, and by a majority of votes 
carry a new constitution,® which realizes, in part at least, 
the Platonic Utopia; for there is to be a community of 
goods and women, and with regard to the latter the rights 
of the ugly are to be protected by special enactment. The 
play has a good deal of the old Aristophanic energy, and 
its indecency is as extravagant as its drollery and humour. 
It has the literary characteristics as well as the phallic 


1 Plato, Hpist. vir. pp. 324 B, 8qq., especially 326 A, B. 

? By Professor Thompson. See our History of the Literature of 
Greece, Vol. It. pp. 211 sqq. 

3 History of the Literature of Greece, 11. p. 245. 

* Diog. Laert. m1. 23; Herodian, apud Htym. M. p. 142 ¥. 

5 Eeclesiaz. 646; Plutus, 313. 

® It is intimated, with a good deal of point, that this transference 
of the government to the women was the only expedient which had 
not been tried among the many changes of constitution at Athens 
(v. 456): 

eddner yap Todro pdvoy ev TH wéAct 
obra yeyerijoea. 
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grossness of the oldest Attic Comedy. But it is manifestly 
deficient in the outward apparatus which had set out the 
Comedy in its best days. ‘The chorus is poorly equipped, 
and it has little to do in any respect which would have 
required careful training. There is no parabasis; but in- 
stead of this a mere plaudite is addressed to the audience 
before the chorus go to supper.! 

_ The Plutus, in its extant form, is the second edition of the 
play, which appeared in B.c. 388. The first edition was 
performed in B.c. 408. In the play, which has come down 
to us, we have only here and there a reminiscence of what 
the Old Comedy had’ been. The chorus is altogether in- 
significant. There is no political satire, and the personal 
attacks are directed against individuals capriciously 
selected. The plot is the development of a very simple and 
perfectly general truth of allegorical morality—that if the 
god of riches were not blind, he would have bestowed his 
favours with more discrimination. In this play Plutus falls 
into the hands of Chremylus, a poor but most worthy 
citizen, who contrives to restore the blind god to the use of 
his eyes. The natural consequences follow. The good 
become rich, and the bad are reduced to poverty. There 
is a slight dash of the old Aristophanic humour in the 
successive pictures of these alterations in the condition of 
the different classes of men. But on the whole the play 
exhibits many symptoms, not only of the change which had 
come over the whole spirit of Greek comic poetry, but also 
of the decay of the poet’s vigour and vivacity. The Plutus 
is not yet a play of the Middle Comedy, but it has lost 
all the characteristic features of the ancient comic drama of 
Athens. 

The last two Comedies which Aristophanes wrote were 
called Aolosicon and Coc«lus ; they were brought out about 
the time of the peace of Antalcidas by Araros, one of the 
sons of the poet, who had been his principal actor at the 


1 vv. 1154 8q4.: 
opiKpoy 8 srobecOct Tots xpiraior BovAopat’ 
Tois gopois mev TAY GOPay pmeuynuevous Kpive enue 
Tots yeAaor 8 Hd€ws dia Thy yéAwv Kplvew eué, 
K.T.A, 
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representation of the second edition of the Plutus. They 
both belonged to the second variety of Comedy; namely, 
the Comedy of Criticism. The Molosicon was a parody and 
eriticism of the AMolus of Euripides.t The Cocalus was, 
perhaps, a similar criticism of a Tragedy or Epic Poem, the 
hero of which was Cocalus, the fabulous king of Sicily, who 
slew Minos;? it was so near an approach to the third 
variety of Comedy, that Philemon was able to bring it again 
on the stage with very few alterations.® 

It is altogether unknown in what year Aristophanes died ; 
it is probable, however, that he did not long survive the 
commencement of the 100th Olympiad, z.c. 380.4 He left 
three sons, Philippus, Araros, and Nicostratus, who were 
all poets of the Middle Comedy, but do not appear to have 
inherited any considerable portion of their father’s wonder- 
ful abilities. Their mother was not avery estimable woman ; 
at all events, the poet is said to have declared, in one of his 
Comedies, that he was ashamed of her and his two foolish 
sons; meaning, we are told, the two first mentioned.® 

The number of Comedies brought out by Aristophanes 
is not known with certainty: the reader will see in the 
note a list of forty-four names of Comedies attributed to 
him.® 


1 See Grauert, in the Rhein. Mus. for 1828, pp. 50 fol. The name 
AioAoclkwy is a compound (like ‘HpaxAciofav@ias, &e.) of the name of 
Euripides’s tragic hero, and Sicon, a celebrated cook. Gyrauert, p. 60. 
And for this reason the whole Comedy was full of cookery terms. 
Grauert, pp. 499 fol. 

2 Grauert, p. 507. 

3 Clemens Alex. Strom. VI. p. 628: tov wévTor Kékadoy roy roberta 
*Apapét: T@® “Apiotopavous viet, PiAjwwv 6 kwuikds bmaddAdias ev “Yro- 
BoAipaio exwumdycer. 

4 Ranke, p. excix. 

5 Vit. Anonym. p. xvii: CApiotopdyns) meTHAAake Tov Bloy maidas 
KaTaAim@y Tpeis, PiAimmoy dudyunoy TH Tamm xal Nikdotpatoy kar 
’Apapdta.—Tives Se Sto pact, PidAummov kal ’Apapota, @v Kal avTds 
euvnodn 

Thy yuvaika 5€ 
aicxtvoua TH T ov ppovodyTE TaLdlw* 
tows adtovs A€ywr. 


6 I. AaraAjs. IU. BaBvAdviot, Ul. Axapvijs. IV. ‘Iams. V. NepeAat 
mpérepat. VI. Mpodywy. VII. SpfKes. VII. Eipnyn mpotépa. IX. “Ap- 


ARISTOPHANES. 219 


In the very brief sketch which we have given of the 
general objects of Aristophanes’ Comedies, we have confined 
ourselves to their external and political references. It 
must not, however, be supposed, because Aristophanes was 
a Pantagruelist, a fabricator of allegorical caricatures, 
giving vent at times to the wildest buffoonery, and setting 
no bounds to the coarseness and plain-spokenness of his 
words, that his writings contain nothing but a political 
gergo; on the contrary, we find here and there bursts of 
lyric poetry, which would have done honour to the 
sublimest of his Tragical contemporaries. The fact is, 
that Aristophanes was not merely a wit and a satirist; he 
had within himself all the ingredients which are necessary 
to form a great poet; the nicest discrimination of harmony, 
a fervid and active imagination drawing upon the stores 
of an ever-creating fancy, and a true and enlarged per- 
ception of ideal beauty. This was so notorious even in his 
own time, that Plato, who had little reason to speak 
favourably of him, declared that the Graces, having sought 
a temple to dwell in, found it in the bosom of Aristo- 
phanes,' and it is very likely in consequence of Plato’s 
belief in the real poetical power of Aristophanes, that he 
makes Socrates convince him in the Banquet, that the real 





gidpaos. X. “Opvides. XI. Avowotpdrn. XI. OecpopopidCovoa mpd- 
Tepat. XI. MAovtos mpdétepos. XIV. Batpaxor. XV. “ExxAnoid(ovoa. 
XVI. MAodros devtepos. XVII. AioAoclkwy mpétepos. XVII. AloAocikwr 
deUTepos. XIX. Kéxados. These are arranged in the supposed order 
of their appearance. The remaining names are alphabetically ar- 
ranged. I.’Avayupos. 1. Tewpyol. 1. Tijpas. iv. Tnputdins. v. Aal- 
dados. VI. Aavaides. VII. Apduata 7) Keévtavpos. VIII. Apduata 7) 
NioBos. 1X. Eiphyy devtépa. X.“Hpwes. XI. OecuodopiaCovom Sedtepat. 
Xi. Ajpyiat, XI. Navaryds, or Als Navayds. xIv. NepéAa Sevrepar. 
XV. Nijoot. XVI. ‘OAKddes. XVII. TleAapyot. XVIII. Molnois. XIX. To- 
Avetdos, XX. Senvas catadauBavovoat, XXI. Taynviotal, Xxt. TeA- 
fucojs. XXII. TpipdAns. XXIV. Golvicoat, XXV.*Qpa:. See Dindorf’s 
Collection of the Fragments. Bergk, p. gor. On the Iijpas, see 
Siivern’s essay on that play; and on the Tp:pdans, Siivern, tiber die 
Wolken, pp. 62—65. 
1 Apud Thom. Mag.: 


Ai xdpites Téuevds Tt AaBeiy Orep ovx! TeaEtTaL 
Znrodoat, Wuxhy eipoy *"Apiotodavous. 
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artists of Tragedy and Comedy are one and the same! Of 
the private character of Aristophanes we know little, save 
that he was, like all other Athenians, fond of pleasure ; and 
it is intimated by Pluto? that he was not distinguished by 
his abstinence and sobriety. That coarseness of language 
was in those times no proof of moral depravity, has already 
been sufficiently shown by a modern admirer of Aristo- 
phanes :* the fault was not in the man, but in the manners 
of the age in which he lived, and to blame the Comedian 
for it, is to give a very evident proof of that unwillingness 
to shake off modern associations which we have already 
deprecated.* The object of Aristophanes was one most 
worthy of a wise and good man; it was to cry down the 
pernicious quackery which was forcing its way into Athens, 
and polluting, or drying up, the springs of public and 
private virtue: which had turned religion into impudent 
hypocrisy, and sobriety of mind into the folly of word- 
wisdom; and which was the cause alike of the corruption 
of Tragedy, and of the downfall of the state. He is not 
to be blamed for his method of opposing these evils: it was 
the only course open to him; the demagogues had intro- 
duced the comus into the city, and he turned it against 
them, till it repented them that they had ever used such 
an instrument. So far, then, from charging Aristophanes 
with immorality, we would repeat, in the words which a 
great and a good man of our own days used when speaking 
of his antitype Rabelais, that the morality of his works is of 
the most refined and exalted kind, however little worthy of 
praise their manners may be,® and, on the whole, we 
would fearlessly recommend any student, who is not go 
imbued with the lisping and drivelling mawkishness of the 
present day as to shudder at the ingredients with which the 
necessities of the time have forced the great Comedian to 
dress up his golden truths, to peruse and re-peruse Aristo- 
phanes, if he would know either the full force of the Attic 


1 Sympos. p. 223 D. ? For instance, see Symp. 176 B, 

5 Porson’s Review of Brunck’s Aristophanes, Mus. Criticum, u. pp. 
114, IIS. 

4” Above, pp. 7, 8. 

5 Coleridge’s Table Talk, t. p. 178. 
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dialect, or the state of men and manners at Athens, in the 
most glorious days of her history.! 


1 The admiration which all true scholars have felt and expressed for 
Aristophanes, will survive the attacks of certain modern detractors, 
Among these, Hartung, in his Euripides restitutus, has endeavoured to 
exalt that tragedian at the expense of the great author of the Frogs, 
whom he assails in the most abusive language (1. 380, 476). The 
disapprobation of the poetry and politics of Euripides, which Aristo- 
phanes so strongly avowed, is not incompatible with the imitation of 
his style, which he frankly admitted in his Sxnvas katadauBavovoa 
(above, p. 191). And with regard to another charge, it is quite 
impossible with the fragmentary evidence before us, to strike the 
balance of mutual obligation between Eupolis and Aristophanes, See 
Bernhardy, Grundriss, 11. p. 973. 


CHAPTER II. 


SECTION III. 
THE COMEDIANS WHO SUCCEEDED ARISTOPHANES, 


F coltivatori della commedia sequirono Vesempio di questi primi, come 
essi aveano pur sequito quello degli antichi, senza che né gli unt 
né gli altri, impediti da una servile imitazione, avessero soffocato il 
proprio genio o negletto z costumi del paese e del tempo loro. a 

ALFI, 


ALTHOUGH, as we have already remarked,! the writers of 
the Old and Middle Comedy are not easily distinguished, 
and although we have been obliged to indicate several of 
the old comedians as having tended rather to the middle 
form of Comedy. writers on the subject have always 
attempted a distinct classification of the comedians rather 
than of their plays; and perhaps it may be said with truth 
that those who never wrote in the flourishing period of 
Athenian democracy, and whose earliest plays exhibit 
the characteristics of the final efforts of Aristophanes, may 
be regarded as belonging distinctively to the Middle 
Comedy. 

According to this distinction, the Middle Comedy is 
represented by a list of thirty-seven writers,—nearly as 
many as those of the Oid Comedy,—and by more than 
double the number of the plays attributed to the former 
school—Eubulus, Antiphanes, and Alexis having among 
them contributed more than 600 plays to the catalogue! 
The following are the names of the Middle Comedians : 


1. AntipHanes. 2. Evpvnvs, 3. ANAXANDRIDES. 4. ALEXIS. 
5. Araxos, son of Aristophanes. 6. Pxttippus, brother 
of the preceding. 7. Nicostratus. 8. PHitEerzrus. 


? On these authors and their works, see Meineke, Questiones Scenice 
Spec. m1. and his Historia Critica, pp. 303 sqq. and 445 sqq.; also 
Miller, Hist, Lit. Gr. 11. ch. xxix 


THE COMEDIANS WHO SUCCEEDED ARISTOPHANES. De 


9. Ampnis. 10. Anaxmas. 11. Eparepus. 12. Crartinvs, 
the younger. 13. Eprennrs. 14. AnistopHON. 15, OPHELION. 
16, Antipotus. 17. Dioporus of Sincpe. 18. Dionysius, 
a countryman of the preceding. 19. Heniocuvs. 
20. Eripuus. 21. Simytus. 22. SopnHinus. 23. SorapeEs. 
24. Puiuscus. 25. Trmoruevs. 26. THEOPHILUS. 
27. Auaras. 28. Dromon. 29. Evsuxipss, the philosopher. 
‘30. Heracreipres. 31. Cattiorates. 32. Srraron. 
33. Eprcratses, of Ambracia, 34. Axtonicus. 35. Mnzst- 
MAcHUS. 36. TImMocLES. 37. XENARCHUS. 

The anonymous grammarian, who is our oldest authority 
for the history of the Greek comic stage, says that there 
were sixty-four writers of New Comedy.t But we have 
only the following twenty-seven names which we can with 
certainty assign to thisageof the drama. They are givenin 
alphabetical order: Anaxippus, APoLLopoRUs of Carystus, 
Aprottoporus of Gela, AnrcHEDicus, BatHo, CxrTo, 
Damoxenvs, Demetrius, Dipxitus, Eprnicus, Evpoxus, 
Evrnron, Heeesippus, Hrpparcuus, Lynceus, Macnon, 
Menanver, Puinemon and his son, PHIntrprpEs, Puent- 
crpEs, Posrrprppus, Sosrpater, Sosippus, STEPHANUS, 
THEOGNETUS. 

Other names are occasionally mentioned, though it 
cannot be determined whether they belonged to the Middle 
Comedy or not. Thus we have Dremopuints, from whom 
Plautus derived some of his plots; Crearcnus and 
Crorrivs, to each of whom three Comedies are assigned 
CuHaRriIcLEIpEs, Catiiprus, DEmMonticts, Drexicrares, Hvan~- 
@eLus, Laon, Menecrates, NavsicratEs, who has two 
comedies assigned to him, Nicon, Nrcotaus, Nicomacnvs, 
PuHILosTEPHANUS, Potiocnuus, SostcrateEs, two of whose 
plays are mentioned, THUGENIDES, T1mMosTRATUS, to whom 
four comedies are attributed, and XENon. 

In these lists of writers of the Middle and New Comedy 
there are only a few who deserve or require any special 
notice. 

Of the authors of the Middle Comedy we may mention 
the following : 


1 repl kwumdlas, XXX. 20, p. $37, Meineke. 
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It appears from the words of Suidas,’ that Evsutus, the 
son of Euphranor, who was an Athenian, and flourished 
about the year B.c. 375, stood on the debateable ground 
between the middle and new Comedy, and to judge from the 
fragments in Athenzus, who quotes more than fifty of his 
comedies by name, he must have written plays of both 
sorts. He composed in the whole 104 comedies. 


ANTIPHANES was born in Rhodes in B.c. 404, began to 
exhibit about B.c. 383 and died in Chios in B.c. 330. He 
composed 260 or 280 comedies, and the titles of 130 of 
these have come down to us. It appears from these names - 
and from the numerous fragments, that the Comedies of 
Antiphanes were generally of the critical kind, but some- 
times approximated to the Comedy of Manners.? 


ANAXANDRIDES, of Camirus in Rhodes, flourished about 
the year 3.c. 376.3 He wrote sixty-five Comedies. To 
judge from the twenty-eight titles which have come down 
to us, we should infer that they were all of the second class ; 
as, however, we are told that ‘he introduced intrigues and 
love-affairs on the stage, we must presume that, like his 
countryman Antiphanes, he made an advance towards the 
third class of Comedy. Chameleon tells us,* that he was a 
tall handsome man, and fond of fine dresses; he gives us a 
proof of his want of temper, that he used to destroy, or sell 
for waste paper, all his unsuccessful comedies. He lived to 
a good old age. 


Axexis, of Thurium, wrote 245 Comedies; the titles of 
113 of them are known to us. The Parasite, one of his 
Comedies, seems from the name to belong to the New 
Comedy. He flourished from the year 356 to the year 306, 
and was more than one hundred years old when he died.’ 


1 EvBovAos—edidate Spduata pd’ jy 5 Kata oa’ ddvumidda, peOdpias 
Tis péecns Kwpwolas Kal THs veas. 
On Antiphanes and his fragments, see Clinton, Phil. Mus. 1. pp. 
558 fol. 
+ Parian Marble, No. 71, and Suidas. 4 Athensous, rx. p. 374 A. 
§ Clinton, F. H. 1. p. 175. 
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We know nothing of him, except that he was an epicure, 
and the uncle and instructor of Menander.? 


_ Trmroctes, to whom twenty-seven Comedies are attributed, 
was a writer of very considerable vigour, and occasionally 
recurred to the political invective of the older Comedy. 
Demosthenes was sometimes the object of his attacks. He 
was still exhibiting in B.c. 324.8 


Of the authors of the New Comedy it will be sufficient 
to mention the following. 


Purttpripes, the son of Philocles of Athens, is one of 
the six poets generally selected as specimens of the New 
Comedy.* He flourished about the year B.c. 335, and 
wrote forty-five Comedies; of the twelve titles preserved, 
one at least, the Amphiaraus,> seems to belong to the 
Middle or Old Comedy. The intimacy which existed 
between him and Lysimachus was of great service to 
Athens. As that prince did not assume the title of king 
till B.c. 806, and as it appears from the words of Plutarch,’ 
that Lysimachus was king at the time of his acquaintance 
with Philippides, the poet must have lived after that year; 
besides, we know that he ridiculed the honours paid by the 
Athenians to Demetrius, in 301 8.c.8 There is, therefore, 
every reason to believe the statement of Aulus Gellius, 
that he lived to a very advanced age,® though perhaps the 
cause assigned for his death, excessive joy on account of an 


' Athenzeus, VIII. p. 334 C. 

2 Prolegom. Aristouph. p. xxx, and Suidas, where we must read 
TATpws, 

% See the passages in Clinton, Ff. H. 1. p. 167. 

4 Prol. Aristoph. p. xxx: agioAoyetator PiAjuwy, Mevavdpos, Aldidros, 
Sirumrldns, Mooeldimmos, “AwoAACSwpos. ‘ 
> Quoted by Athenzeus, 1. p. 90. § Plutarch, Demetr. c. xu. 

* diroppovovevov dé mote Tov Avotudxou mpds abtoy Kal eimdvtos, “72 
Pitimmldn, tivos co Tay euay petada;” “ Mévor,” en, “& BacrAed, 
Mh TOy aropphrav.” 

8 Clinton, F. H. 1. p. 177- 

° m1. 15: “ Philippides comcediarum potta haud ignobilis, «tate jam 
edita, cum in certamine poétarum preter spem vicisset, inter illud 
g2udium repente mortuus est.” 


Q 
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unexpected victory, is, like the similar story respecting 
Sophocles, a mere invention. 


PuHitEeMon was, according to Strabo,! a native of Soli, 
though Suidas makes him a Syracusan, probably because he 
resided some time in Sicily. He began to exhibit about the 
year B.C. 330, and died at the age of ninety-seven, some 
time in the reign of Antigonus the second. According to 
Diodorus,* he lived ninety-nine years, and wrote ninety- 
seven Comedies. Various accounts are given of the manner ” 
of his death. Lucian tells us, he died in a paroxysm of 
laughter at seeing an ass devouring some figs intended for 
his own eating. The names of fifty-three of his Comedies 
have come down to us.? Philemon was considered as 
superior to Menander ;° and Quintilian, while he denies the 
correctness of this judgment,’ is nevertheless willing to 
allow Philemon the second place. We may see a favourable 
specimen of his construction of plots, in the Trinummus of 
Plautus, which is a translation from his @yoavpds.2 His 
plays, like those of Menander, contained many imitations of 
Euripides ; and he was so ardent an admirer of that poet, 
that he declared he would have hanged himself for the 
prospect of meeting Euripides in the other world, if he 
could have convinced himself that the departed spirits were 
really capable of recognizing one another.? 

1 XIV. p. 671. ? Clinton, F. H. m1. p. 157. 

3 Eelog. Lib. Xxmt. p. 318. 

* Plutarch, An sent, de. p. 785; Lucian, Macrob. c. xxv. (Vol. vi. 
p- 123, Lehm.); Apuleius, Florid. xvi. Suidas says he was ninety- 
four when he died, and gives nearly the same description of his death 
as Lucian. 

5 Fabricius, 1. p. 476, Harles. 

6 Aul. Gell. xvi. 4; Quintil. mr. 7, 18. 

7 x. 1, 72: “Philemon, qui vt pravis sui temporis judiciis Menandro 
spe prelatus est, ita consensu tamen omnium meruit credi secundus.” 

8 Prol. Trinummi, 18: 

“ Huic nomen Greece est Thesauro fabulx; 
Philemo scripsit; Plautus vortit barbare, 
Nomen Trinummo fecit.” 
® Fragm. 40 A, p. 48, Meineke; Anthol. Pal. Vol. 11. p. 161: 
_ Ei tats aAnBeiaow of rebvnkdres 
AlcOnow elxov, tvdpes, bs gacly Ties, 
"Amnyidunv by ws ely Evpimldny. 
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Menanper, the son of Diopeithes, the well-known 
general, and Hegesistrata,! and the nephew of the comedian 
Alexis,? was born at Athens in B.c. 342,3 while his father 
was absent on the Hellespont station.* He spent his youth 
in the house of his uncle, and received from him and from 
Theophrastus instructions in poetry and philosophy:® he 
may have derived from the latter, in some measure, the 
knowledge of character for which he was so eminent. In 
B.C. 321 his first comedy came out ;° it was called ’Opyy.' 
He wrote in the whole 105° or 108° Comedies, and gained 
the prize eight times: 115 titles of Comedies ascribed to 
him have come down to us; it is not certain, however, that 
all these are correctly attributed to him.!° He died at Athens 
in the year B.c. 291.11. According to one account he was 
drowned while bathing in the harbour of the Peireeus.!? It 
appears from the encomiums which are heaped upon him,* 
that he was by far the best writer of the Comedy of 
Manners among the Greeks. We have a few specimens of 
the ingenuity of his plots in some of the plays of Terence, 
whom Julius Cesar used to call a demi-Menander.'* He 
was an imitator of Euripides,!* and we may infer from what 

1 Suidas, MévavSpos. 2 Suidas, “AAeéis. 

3 Clinton, F. H. u. p. 143. 

* Comp. Ulpian and Demosth. p. 54, 3, with Dionys. Dinarch. 


p- 666. 
> Proleg. Aristoph. p. xxx; Diogen. Laért. v. 36. 
® Proleg. Aristoph. p. xxx. 7 Euseb. ad Olyn. 114, 4. 


8 Apoliod. ap. Aul, Gell. xvi. 4: 
Kndicteds dy ex AtometGeos tatpés, 
Ilpds toiciv éxatoy mévte ypabas Spduata 
*EéeAume, mevtjKovta Kal dvoiv eTay. 
® Suidas, yéeypape rwppdlas pr’. 1b 
10 Fabricius, 0. pp. 460, 468, Harles. 11 Clinton, F. H. 1. p. 18r. 
12 A line in the Ibis attributed to Ovid, is supposed by some to 
allude to this (591): 
“Comicus ut mediis periit dum nabat in undis.” 
13 Quintil. x. 1, 69; Plutarch, Tom. rx. pp. 387 sqq. Reiske; and 
Dio Chrysost. Xvimt. p. 255. 14 Donatus, Vit. Terentit. 
15 See the passages compared by Meineke, Fragm. Com. Gr. Vol. Iv. 
pp. 705 foll. It is interesting to know that it is still doubtful whether 
the Senarius quoted by St. Paul in 1 Corinth. xv. 33, was not borrowed 
by Menander, in his 7'hais, from some lost play of Euripides, It is 
quoted in Latin by Tertullian, ad Uzor. 1. 8. 
Q 2 
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Quintilian says of him,! that his comedies differed from the 
Tragi-comedies of that poet only in the absence of mythical 
subjects and a chorus. Like Euripides, he was a good 
rhetorician, and Quintilian is inclined to attribute to him 
some orations published in the name of Charisius.? The 
every-day life of his countrymen, and manners and characters 
of ordinary occurrence, were the objects of his imitation.? 
His plots, though skilfully contrived, are somewhat monoto- 
nous; there are few of his comedies which do not bring on 
the stage a harsh father, a profligate son, and a roguish 
slave. In his person Menander was foppish and effemi- 
nate.© He wrote seyeral prose works.® <A statue was 
erected to his memory in the theatre at Athens.’ 


The date of the birth of Drruitus is unknown; it is 
stated that he exhibited at the same time with Menander.® 


Liextyts 00s xsi Oe 
* Aristoph. Byz. ap. Schol. Hermogenis, p. 38: 
7 Mévavdpe kal Bie, 
Tidrepos &p” duay wéTepoy eutunoaro; 
Manilius, v. 472: 
« Ardentes juvenes, raptasque in amore puellas, 
Elusosque senes, agilesque per omnia servos, 
Quis. in cuncta suam produxit secula vitam 
Doctor in urbe sua lingue sub flore Menander, 
Qui vite ostendit vitam, chartisque sacravit.” 


a «Dum fallax servus, durus pater, improba lena, 
Vivent, dum meretrix blanda, Menandrus erit.” 
Ovid, 1. Amorum, XY. 13. 


5 “In quis Menander, nobilis comeediis,” 


Unguento delibutus, vestitu affluens, 
Veniebat gressu delicato et languido. 


Quisnam cinedus ille in conspectu meo 
Audet venire? Responderunt proximi: 
Hic est Menander scriptor.” 
Pheedrus, v. 1, 9. 
“ Prorsus si quis Menandrico fluxu delicatam vestem humi protrahat.” 
—Tertullisn, c. tv. de Pallio. 
8 Suidas, Mévavdpos. 7 Pausan. I. 21, I. 
8 Aigidos Swwrevs, kata Toy abtoy xpdvov edidate Mevdvipw, TeAcuTa 
2b ev Sudpyn, Spduata 5€ adrod p’, Proleg. Arist. p. XXxI. 
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He was born at Sinope,! and died at Smyrna. Of one 
hundred Comedies, which he is said to have written, the 
names of forty-eight are preserved.* The Casina of Plautus 
is borrowed from his KAnpovpevor,? and the Rudens from 
some other play ;* and Terence tells us, that he introduced 
into the Adelphi a literal translation of part of the Svvazo- 
@vyckovres of Diphilus.® It appears from the Casina and 
Rudens, and from a fragment of Machon,® that he wrote 
prologues to his dramas, which were probably very like the 
prologues of the Latin comedians, though they were, we 
think, originally borrowed (like all the New Comedy) from 
the tragedies of Euripides. 


Avottoports, of Gela in Sicily,? is also called a con- 
temporary of Menander. He is often confused with 
APOLLoDoRUS of Carystus in Eubcea, whom Suidas calls an 
Athenian, probably because he had the Athenian franchise, 
but who flourished between B.c. 300 and 260. For he is 
said to have been a contemporary of Macuon, who was a 


1 Strabo, xu. p. 546. ? Fabricius, 1. p. 438, Harles. 
= “ Clerumenx vocatur hee comcedia 

Greece; Latine Sortientes. Diphilus 

Hane Grece scripsit, post id rursum denuo 

Latine Plautus cum latranti nomine.” 

Prolog. Casinz, 30-32. 
* Prolog. Rud. 32: 
“Primum dum huic esse nomen urbi Diphilus 
Cyrenas voluit.” 


= “ Synapothnescontes Diphili comeedia ’st: 
Eam Commorientes Plautus fecit fabulam. 
In Greca adolescens est, qui lenoni eripit 
Meretricem in prima fabula: eum Plautus locum 
Reliquit integrum, eum hic locum sumpsit sibi 
In Adelphos, verbum de verbo expressum extulit.” 
Prol. Adelph. 6—11. 
® Athen. xml. p. 580 A? 
6 Algiros, 
“Sy thy “AOnvav Kad Oeovs Wuxpdy vy,” &pn, 
“Tyabaiv’, Exes Toy AdkKov duodoyounevws.” 
9 9 etme, ‘*t@y cGy Spaudtay yap émimedOs 
eis avtoy del To’s mpoAdyous euBadrdAcuer.” 
7 On the two comedians of this name see Clinton, F.H. mi pp. 521, 
2; Meineke, Hist. Crit. Com. pp. 459 sqq. 
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Corinthian or Sicyonian by birth, who resided at Alexandria, 
and gave instructions in Comedy to Aristophanes of Byzan- 
tium, and whose Comedies obtained for him a place among 
the Alexandrian poets immediately after those of the Pleiad.* 
Of twenty-four Comedies, which are mentioned under the 
name of Apollodorus, four are ascribed to the earlier poet, 
six to the latter, and four to both. The remaining ten are 
quoted under the name of Apollodorus without any ethnic 
distinction”? The later Apollodorus was much the more 
distinguished writer of the two, and there can be little 
doubt that it is he, and not the Geloan, who is mentioned 
as one of the six chief poets of the New Comedy.? The 
Phormio of Terence is a translation from his “Exdicaonevos, 
and the Hecyra, which is said in the didascalia to have been 
taken from Menander, was, according to a recently dis- 
covered fragment, also borrowed from this poet.‘ 


Postprprus, the son of Cyniscus of Cassandreia, wrote 
thirty comedies; the titles of fifteen of these are known, 
and some of them were Latinized like those of the three 
last-mentioned poets.» He began to exhibit in B.¢. 289, 
two years after the death of Menander.® 


The Greek Comedy properly ends with Posidippus, but 
there are some writers of a later date called comedians. 
Rutntuon, of Tarentum, is called a comedian by Suidas, 
but his plays seem to have been rather phlyacographies, or 
Tragi-comedies, and of those he left thirty-eight. He 
flourished in the reign of the first Ptolemy.? The titles of 


1 Athensus, p. 664 A (ef. VI. p. 241 F): jv & ayabds momrhs ef tis 
&AAos Tay weTa Tovs Extra. The author of the article on Apollodorus 
of Carystus, in Smith’s Dictionary of Biography, applies to Apollodorus 
what Athenzeus says of Machon. 

2 Clinton’s F. H. m1. pp. 521, 2. 3 Meineke, p. 462. 

4 Mai, Fragm. Plaut. et Terent. p. 38: “Fabule ejus [Terentii] 
exstant quatuor e Menandro translate, Andria, Eunuchus, Adelphi et 
Heautontimorumenos; due ex Apollodoro Caricio [sic] Hecyra et 
Phormio,” 

5 Aul. Gell. m. 23. ® Suidas, Moceldimmos. 

7 Suidas : ‘PlyOwy, Tapaytivos, kwouiKds, apxnyds THs Kadovmévns “IAapo- 
tpaywdlas 6 eats Avakoypapla, vids Se jv Kepawews kal yéyovey ém 
100 mpdrou IroAcuafov, Apduara 5€ avTov kwpuiKa TpayiKe An’. 
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six of his plays are known.! Sopater, of Paphos, was a 
writer of the same kind; and also Soranks, of Crete, who 
flourished under Ptolemy Philadelphus, and wrote in the 
Tonic dialect,” and in the so-called Ionic a minore metre. 
From the extravagant indecency of the Sotadean poems the 
name has become a by--word of reproach.’ 


2 


' Clinton, F. H. 11. p. 486. 2 "bid. p. 500. 
3 See History of Gree: Literature, 1. p. 464. 
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508 


500 


499 


495 
49° 


Olympiad, 


XVIII. I. 


LXVIII. I. 


LXXx,. I. 


————"25 


DRX) 2s 
UXKI 


The Drama. 





Archilochus 

Simonides of Amorgus 
Arion and Stesichorus fi. 
Solon fi. 


SUSAHON os 2 oe 


Theognis 
Thespis first exhibits 


“Eschylus born . . 
Cherilus first exhibits 
Cratinus born 


Phrynichus first exhibits. 


Institution of the Xopds 


avdpar. 


Lasus of Hermione, the 


dithyrambie poet. 


Epicharmus perfects Co- 


medy, 
Aschylus first exhibits, 
and contends with 


Cherilus and Pratinas. 
Birth of Sophocles 
ischylus at Marathon . 


Contemporary Persons and 
Events, 


Gyges of Lydia. 
Pisander of Corinth, 


Usurpation of Pisistratus, 
B.C. 560.—The accession 
of Cyrus, B.C. 559. 


Death of Phalaris. 


Anacreon, Ibycus, Hippo- 


nax,— Pythagoras. 


Cambyses conquers Egypt. 


Pindar born. 


Expulsion of the Pisistra- 
tidx, B.C. 510—of the 
Tarquins, B.C. 509. 


Heraclitus and Parment- 
des, the philosophers.— 
Hecatxus, the historian. 


Birth of Anaxagoras. 


Ionian war commences, 
and Sardis is burnt. 


Miletus taken, B.c. 494, 
Miltiades, 
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B.C. 





487 
484 


480 


477 


| 476 


472 


| 468 


458 


456 
455 


454 


451 


450 


448 


Olympiad. 


LXXIII, 2. 
LXXIV. I. 


LXXY, I. 





LXXVI. I. 


LXXVII, I. 


LXXVIII. I. 


LXXXIII. I, 


The Drama. 


Chionides first exhibits . 


fEschylus gains his first 
tragic prize. 


Euripidesborm . we 


Epicharmi Naso. . 


Phrynichus victor with 
his ®olvooca. Themi- 
stocles choragus. 


ZEschyli Mépoat, Biers, 
TAadKos TMotyieds, Tpo- 
pneds Tluppédpos. 

Sophocles gains his first 
tragic prize. Aschylus 
goes to Sicily. 


Aischyli *Opeoreia, Als- 
chylus again retires to 
Sicily. 

ZEschylus dies 


Euripides exhibits the 
Peliades. 


Aristarchus, of Tegea, the 
tragedian, and Cra- 
tinus, the comic poet, 
flourish. 

Jon of Chios begins to 
exhibit. 


Crates exhibits . . . 


Cratini’Apxidoxot . 


Contemporary Persons and 
vents. 





Birth of Herodotus. 


Thermopyle, Salamis.— 
Leonidas, Aristides, The- 
mistocles. — Pherecydes, 
the historian.— Gelon of 
Syracuse. 


Hiero succeeds Gelon, 8.c, 
478. 
Simonides gains the prize 
*Avopav Xop@. 


Birth of Thucydides, B.c. 
471. 


Socrates born. — Mycene 
destroyed by the Ar- 
gives.—Death of Simo- 
nides, B.C. 467. 


Birth of 


Anaxagoras. 
Lysias. 


Herodotus at Olympia. 


End of the Messenian and 
Egyptian wars.—EHmpe- 
dvueles and Zeno.—Peri- 
cles. 


Bacechylides, the lyric poet. 
—Archelaus, the phi- 
losopher. 


Death of Cimon, B.c. 449. 
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B.C. 





447 


441 


440 


437 


435 


424 


Olympiad. The Drama. 











Achxus  Fretriensis, 
tragedian. 


| LXXXTI 2. 





LXxx1Vv. 4.| Euripides gains the first 
tragic prize. 


Comedy prohibited by a 
public decree. 


LXXXV. I. 








The prohibition of Co- 
medy repealed. 


w 


| LXXxvi. 2.| Phrynichus, the comic 
poet, first exhibits. 


Iysippus, the comic poet, 
is victorious. 

Euripidis Mise, Pir0- 
KTqTHS, Aiktus, Oepi- 


— 3. 


| LXXXVII. 2. 


otal, 
Aristomenes, the comic 
poet. 
— 3. | Hermippus, the comic 
poet. 
— 4. | Eupolis exhibits. . 
| 
LXxxvill. 1.) Euripidis ‘Immédutos 


| Plato, the comic poct 


—— 2. | Aristophanis Aatareis . 


3. | Aristophanis BaBvAdvio . 





Aristophanes first with 
the’ Axapvets: Cratinus 
second with the Xeiua- 
Cépevor: Lupolis third 
with the Novunvia. 





Aristophanes first with 
the ‘Immeis; Cratinus 
second with the Sarv- 
por: Aristomenes third 
with the OAopuppol, 


LRAT 


the 


Contemporary Persons and 
vents. 


Battle of Coronea. 


Herodotus and Lysias go 
with the colonists to. 
Thurium, B.C. 443. 


The Samian war, in which 
Sophocles is colleague 
with Pericles, 


Isocrates born, B.C, 436. 


Sea-fight between the Co- 
rinthians and Corcy- 
reeans. 


Andocides, Meton, Aspasia. 


Attempt of the Thebans 
on Plata. 


Bippocrates. 
Plague at Athens. 


Siege of Platwa,—Birth of 
Plato. 


Anaxagoras dies. 


Surrender of Platzwa.— 
Gorgias of Leontium. 


Tanagra. 
Cleon at Sphacteria. 


Xenophon at Delium.— 
Amphipolis taken from 
Thucydides by Brasidas. 





422 


414 


413 





we 
. 








XC 4. 


Xcl. I. 
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.| Cratinus first with the 


Tlutivn: Ameipsias se- 
cond with the Kévvos: 
Aristophanes third with 
the Nepéaa. 


Aristophanis Spikes et at 
SevTepar Nepeaa. (Sed 
vide supra.) 


Cratinus dies. 


Eupolidis Mapixas et Ké- 
Aakes. 


Eupolidis AitéaAvkos ct 
*AotTparevtot, 


Aristophanis Eiphyn. 


| Agathon gains the tragic 


prize. 

Xenocles first ; Euripides 
second with the Tpw- 
ddes, “AAéEavdpos, Ta- 
Aaundns, and Sicuvdos. 

Archippus, the comic 
poet, gains the prize. 

Aristophanis *Audidpaos 
(eis Ajvata). 

Ameipsias first with 
the Kwyuactal: Aristo- 
phanes second with the 
*“Opvides: Phrynichus 
third with the Movétpo- 
mos (cis Gotu). 


Hegemonis Tvyavropaxia. 


Euripidis ’Avipopéda . 


Aristophanis Avoworparn 
et Oecpopopidovoat, 


Sophocles first with the 
PiAoKTHTS, 
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Contemporary Persons and 
Events. 


The year’s truce with La- 
cedeemon. — Alcibiades 
begins to act in public 
affairs. 


Brasidas and Cleon killed 
at Amphipolis. 


Truce for fifty years with 
Lacedzemon. 


Treaty with the Argives. 


Capture of Melos. 
Expedition to Sicily. 


Destruction of the Athe- 
nian army before Sy- 
racuse. 


Lesbos, Chios, and Erythrae 
revolt. 


The 400 at Athens. 
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XCII. I. 


— 3. 


XCVII. I. 


XCVIII. I. 


——- 2? 





= 
a. 


XCIX, 2. 





The Drama. 


Euripidis ’Opéorns. 
Euripides dies . . 


Death of Sophocles 


Aristophanis Bdtpaxot, 
first; Phrynichi Movoa, 
second; Platonis KAco- 
ov, third. 

Antiphanes born. 

Sophoclis Oidtmous émt Ko- 
Adv exhibited by the 
younger Sophocles ; who 
tirst represented in his 
own name, B.C. 396. 


Aristophanis °ExxAnoid- 
Covcat. 


Aristophanis TAovros 8B’. 
* 


Theopompus, the last poet 
of the Old Comedy. 


Antiphanes begins to ex- 
hibit. : 
Eubulus, Araros, and 


Anaxandrides, the 
comic poets, flourished. 


Aphareus, the tragedian 
Alezis, the comic poet 


€ 


Contemporary Persons and 
Events. 





Arginuse.—Dionysius be- 
comes master of Syra- 
cuse. — Philistus, the 
Sicilian historian, 

AB gospotami.—Conon. 


The Thirty at Athens. 


Xenophon, with Cyrus.— 
Ctesias, the historian.— 
Plato. 


Agesilaus, 


Peace of Antalcidas. 


Alexander born.—Expul- 
sion of Dionysius.— 
Death of Timotheus, the 
musician, 


Heraclides, the comic | Demosthenes against Mi- 


poet. 


Birth of Menander . . 


dias.—Philip and the 
Olynthian war. : 


Timoleon at Syracuse.— 
Isocrates.—Aristotle. 
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= Contemporary Persons and 
Bc. | Olympiad. The Drama. Events. 








336 | OxI.1. | Amphis, the comic poet, | Philip assassinated. 





still exhibits. 
335 2. | Philippides, the co- 
median. 


332 | oxu.r. | Stephanus,the comic poet. | Siege of Tyre. 
#330 | —— 3. | Philemon begins to ex- | Darius slain. 
hibit. 

324 | oxiv.1. | Timoeles still exhibits . | Alexander dies.—Demos- 
thenes dies, B.C, 322. 

321 | ——4. | Menandri’Opy%. 

Diphilus. 
307 | cxvut. t. | Demetrius,the comic poet. | Epicurus.—Agathocles. 


and <Anaxippus, the 


304 | OXIX. 1. | Archedippus, Philippides, | Demetrius Poliorcetes. 
comic poets, flourish. 


Death of Menander . . | Arcesilaus. 





Posidippus begins to 
exhibit—Rhinthon 
flourishes. 


Sotades . . . . . | War with Pyrrhus. 
230 |cxxxvil. 3.. Macho, the comedian. 


200 |} cCXLV.1I. | Apollodorus, the Ca- | Plautus dies. 
rystian. 


FOOT GSRV. I. 
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BOOK MI. 
EXHIBITION OF THE GREEK DRAMA. 


CHAPTER I. 
ON THE REPRESENTATION OF GREEK PLAYS IN GENERAL. 


Dass man auf das ganze Verhaltniss der Orchestra zur Biihne keine vom 
heutigen Theater entnommenen Vorstellungen iibertragen, und die alte 
Tragédie nicht MODERNISIREN diirfe, ist ja wohl eine der ersten Regeln, 
die man bet der Beurtheilung dieser Dinge zu beobachten hat.—K. O. 
MUELLER. 


Tr the Greek plays themselves differed essentially from 
those of our own times, they were even more dissimilar in 
respect of the mode and circumstances of their representa- 
tion. We have theatrical exhibitions of some kind every 
evening throughout the greater part of the year, and in 
capital cities many are going on at the same time in different 
theatres. In Greece the dramatic performances were carried 
on for a few days in the spring; the theatre was large 
enough to contain the whole population, and every citizen 
was there, as a matter of course, from daybreak to sunset. 
With us a successful play is repeated night after night, for 
months together: in Greece the most admired dramas were 
seldom repeated, and never in the same year. The theatre 
with us is merely a place of public entertainment; in 
Greece it was the temple of the god, whose altar was the 
central point of the semicircle of seats or steps, from which 
some 30,000* of his worshippers gazed upon a spectacle 
instituted in his honour. Our theatrical costumes are 


1 Asch. kata Krno. p. 488, Bekker: nat &ua ti quépa qyeiro Tots 
mpéoBeow eis Td O€arpor. 

The torch-races in the last plays of a trilogia (above, p. 102) seem to. 
skew that the exhibitions were not over till dark. 

2 Plato, Sympos. p. 175 E. 
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intended to convey an idea of the dresses actually worn by 
the persons represented, while those of the Greeks were 
nothing but modifications of the festal robes worn in the 
Dionysian processions.1. Finally, the modern playwright 
has only the approbation or disapprobation of his audience 
to look to; whereas no Greek play was represented until it 
had been approved by a board appointed to decide between 
the rival dramatists, It will be worth our while, then, to 
consider separately the distinguishing peculiarities of a 
Greek dramatic exhibition. We shall discuss the points of 
difference successively, as they relate to the time, the means, 
the place, and the manner of performance? to which we shall 
add a few remarks on the audience and the actors. And 
first with regard to the time. 

Theatrical exhibitions formed a part of certain festivals of 
Bacchus; in order, then, to ascertain at what time of the 
year they took place, we must inquire how many festivals 
were held in Atticain honour of that God, and then 
determine at which of them theatrical representations were 
given. There have been great diversities of opinion in 
regard to the number of the Attic Dionysia:’ it appears, 
however, to be now pretty generally agreed among scholars 


1 Miiller, Humeniden, § 32, and Hist. Gr. Lit. 1. p. 393 new ed. 

2 The reader who wishes to investigate the question fully is referred 
to Scaliger (Hmendat. Temp. 1. p. 29), Paulmier (Ezercitat. in Auctores 
Grzcos, pp. 617—619), Petit (Legg. Altice, pp. 112—117), Spanheim 
(Argum. ad Arist. Ran. Tom. 11. pp. 122 sqq. ed. Beck), Oderici 
(Dissert. de Didase. Marmorea, Rom. 1777, and in Marini, Iscriz. 
Albane, Rom. 1785, pp. 161—170), Kanngiesser (Kom. Biihne, pp. 
161—170), and Hermann (Beck’s Aristoph. Tom. v. pp. 11—28), who 
infer from the Scholiast, on Aristoph. Ach. 201 and 503, that the 
Lena were identical with the rural Dionysia; to Selden (ad Marm. 
Oxon. pp. 35—39), Corsini (F. A. 1. 325—329), Ruhnken (in Alberti’s 
Hesych. Auctar. to Vol. 1. p. 1000), Barthélemy (Mém. de Acad. des 
Inser. XXXIX. pp. 172 sqq.), Wyttenbach (Biblioth. Crit. 11. 3, pp. 41 
sqq.), Spalding (Abhandl. d. Berl. Academie, 1804—1811, pp. 7o-—82), 
Blomfield (in Mus. Orit. 11. pp. 75 sqq.), and Clinton (7. H. 11. p. 332), 
who identify the Lenza and Anthesteria; finally to Bockh (Abhandl. 
d. Berlin. Acad. 1816, pp. 47—124), Buttmann (ad Dem. Mid. p. 119), 
and Dr. Thirlwall (in the Phil. Mus. 1. pp. 273 fol.), who adopt the 
opinion stated in the text. Some arguments in favour of the second 
hypothesis have been brought forward by a writer in the Classteai 
Museum, No. Xt. pp. 70 sqq. 
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tliat there were four Bacchic feasts; In the sixth, seventh, 
eighth, and nine months respectively of the Attie year. 

I. The “ country Dionysia” (74 kar’ éypods Avoviow) were 
celebrated all over Attica, in the month Poseidon, which 
included the latter part of December and the beginning 
of January. This was the festival of the vintage, which is 
still in some places postponed to December.? 

IJ. The festival of the wine-press (7a Ajvaia) was held 
in Gamelion, which corresponded to the Ionian month Le- 
neon, and to part of January and February. It was, like 
the rural Dionysia, a vintage festival, but differed from them 
in being confined to a particular spot in the city of Athens, 
called the Lenzon, where the first wine-press (Anvés) was 
erected. 

III. The “ Anthesteria” (7a “AvOeorypia, 7a ev A.pvais) 
were held on the eleventh, twelfth, aud thirteenth days 
of the month Anthesterion. This was not a vintage fes- 
tival, like the former two. The new wine was drawn 
from the cask on the first day of the feast (I@otya), and 
tasted on the second day (Xocs): the third day was called 
Xuvrpor, on account of the banqueting which went on then.? 
At the Choés each of the citizens had a separate cup, a 
custom which arose, according to the tradition, from the 
presence of Orestes at the feast, before he had been duly 
purified ;* it has been thought, however, to refer to a 
difference of castes among the worshippers at the time of 
the adoption of the Dionysian rites in the city.* The 
“‘Anthesteria” are called by Thucydides the more ancient 
festival of Bacchus.5 

IV. The “great Dionysia” (7a év dora, Ta Kat aor, TA 
do7ud) were celebrated between the eighth and eighteenth 
of Elaphebolion.® This festival is always to be understood 
when the Dionysia are mentioned without any qualifying 
epithet. 

1 Philol. Mus. 0. p. 296. 

2 See the end of the Acharnians, and Aul. Gell. vit. 24. 

3 See Miiller’s Eumeniden, § 50. 4 See above p. 60. eh en 

6 Aschin. wep) rapampecB. p. 36: mera Ta Awoviow ev tore: Kat THY 
év Avovicov exkAnoiav mpoypaya: dto exkAnolas, Thy pev TH Oyddn emt 
dcxa, Thy b€ TH evaryn emi dexa: and kata Krno. p. 63: evObs meTa TA 
Avovioia Ta ev Kore, TH OySdn Kal evarn em Sexa, 
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At the first, second, and fourth of these festivals, it is 
known that theatrical exhibitions took place. The exhibi- 
tions at the country Dionysia were generally of old pieces ;} 
indeed, there is no instance of a play being acted on those 
oceasions for the first time, at least after the Greek Drama 
had arrived at perfection. At the Lenza and the great 
Dionysia, both Tragedies and Comedies were performed ;? 
at the latter the Tragedies at least were always new pieces ; 
the instances in the didascalic, which have come down to us, 
of representations at the Lenza are indeed alw ays of new 
pieces,? but from the manner in which the exhibition of new 
Tragedies is mentioned in connexion with the city festival,* 
we must conclude that repetitions were allowed at the Lenza 
as well as at the country Dionysia. The month Elaphebolion 
may have been selected for the representation of new 
Tragedies, because Athens was then full of the dependent 
allies, who came at that time to pay the tributes,’ whereas 


1 Thus Demosthenes twits Mschines with his wretched performances 
in some of the characters of Sophocles and Euripides at the deme 
Cotyttus. De Corond, p. 283. Comp. Aischin. c. Timarch. p. 158. 
There appear to have been dramatic exhibitions at Phlye, in the time 
of Iszeus: kal ov pdvoy cis Ta ToladTa mapekadovmcba, GAAG Kal eis 
Atovicia cis aypby Tyev Gael juas, Kad pet Exelvov Te COewpotuey Kabh- 
pevor map avtdv, &c.—Iseus, de Ciron. Hered. Vol. 1. p. 114, Orator. 
Attic. Oxford. 

2 Law in Demosth. Mid. p. 517. em Anvalw moumh kat of T pan 
yvdol Kai of Kame dot, Kal Tots ey &oter Atovucios 7 wom) Kal oi 
maides Kal 6 KGmos Kal of Kwuq@dod Kal of Tpaywdol, 

3 See above, pp. 182, 206, 211, 213. 

4 See the decree, Demosthenes rept orepdvou, p. 264, Bekker: 
dvaryopedoo Toy otepavov ev TH Oedtpw Arovuctois Tparywdois Kauvors. 
Lexicon Sangerm. Pp. 309, Bekker: Tparyodoror ; Tay Tparyedav oi pey 
Foav madaot of madam Spduata ciodyovres: of SE Kauvol, of Kawa Kat 
pniémote cicaxbevra. Sec Hemsterhuis on Lucian’s T- ‘mon. Vol. I. p. 
463, Lehmann. 

This custom continued down to the times of Julius Cesar, when a 
similar decree was passed in favour of Hyrcanus the high-priest and 
Ethnarch of the Jews. See Josephus, Antig. Jud. xtv. 8. 


8 Ov ydp me Kad viv diaBarc? KAéwv, Bre 
Révwv mapdyvtwy thy méAw Kakas A€éyo. 
> 4 > pa € f > >. 4 
Adtol yap éopev, ott) Anvaiw 7 aydy, 
Koirw Evo: mapeow* odte yap pdpor 
“Hrovowy, ovr ex Tay woAcwy of EVupaxol 
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the Athenians alone were present at the Lenexa. It does 
not clearly appear that there were any theatrical exhibitions 
at the Anthesteria; it is, however, at least probable that 
the Tragedians read to a select audience at the Anthesteria 
the Tragedies which they had composed for the festival in 
the following month, or, perhaps, the contests took place 
then, and the intervening month was employed in perfecting 
the actors and chorus in their parts. 

In considering the means of performance, we must recall 
to mind the different origins of the two constituent parts 
of a Greek drama—the chorus and the dialogue. Choruses 
were, as we have seen,” originally composed of the whole 
population. When, however, in process of time, the fine 
arts became more cultivated, the duties of this branch of 
worship devolved upon a few, and ultimately upon one who 
bore the whole expense, when paid dancers were employed.® 
This person, who was called the Choragus, was considered as 
the religious representative of the whole people,* and was 
said to do the state’s work for it (Aerovpyev*), The 


AAW éeapuev adtol viv ye mepiemTicmevot: 
Tovs yap meTotxous &xupa Tay aoTay Acyw. 
Aristoph. Acharn. 477: see the Scholiast, 

Hence Aischines takes occasion to reproach Demosthenes with being 
too vain to be content with the applause of his own fellow-citizens, 
since he must needs have the crown decreed him proclaimed at the 
great Dionysia, when all Greece was present: ob3€ éexkAnoiaGdvtov 
"AOnvalwy GAAG Tpaywday aywrviCouevay KawGv, odd evaytioy Tod Shpou, 
GAN évavtTiov Ta ‘EAATvev iy jhuiv cvveidaow &ydpa Tim@unev.— 
Contra Ctesiph. Vol. m1. p. 469, Orat. Att. Oxford. 

1 Philol. Mus. 1. pp. 292 foll. 

2 Above, p. 27. 3 See Buttmann on Dem. Mid. p. 37. 

* Hence his person and the ornaments which he procured for the 
occasion were sacred. See Demosth. Mid. p. 519, et passim. 

5 On this word, see Valckenaer on Ammon. 11. 16; Ruhnken, Epist. 
Crit. I. p. 54; Hesychius, s. v. p. 463, Vol. u. It is formed from Aéws, 
Acirov, Anitov (sce Herod. vit. 197: Anitov Kad€ovor Td mpuTaviiov ot 
"Axaol). The best notion of the meaning of a liturgy may be derived 
from Aschyl. Eumen. 340: 

Smevdduevos F aderciv twa tacde pepluvas 

Ocay & arédeiay euats Aelrais émixpatvew, 
if the emendations which we have introduced, or adopted from Miiller, 
are to be received. 
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Choragia, the Gymnasiarchy, the feasting of the Tribes, and 
the Architheoria, belonged to the class of regularly recur- 
ring state burthens (éyxvkdior Aerovpyia), to which all 
persons whose property exceeded three talents were liable. 
It was the choragus’ business! to provide the chorus in all 
plays, whether Tragic or Comic, and also for the lyric choruses 
of men and boys, Pyrrhichists, Cyclian dancers, and others ; 
he was selected by the managers of his tribe (émpeAnrat 
¢vAjs) for the choragy which had come round to it. His 
first duty, after collecting his chorus, was to provide and 
pay a teacher (xopodidacxados), who instructed them 
in the songs and dances which they had to perform, and it 
appears that the choragi drew lots for the first choice of 
teachers. The choragus had also to pay the musicians and 
singers who composed the chorus, and was allowed to press 
children, if their parents did not give them up of their own 
accord. He was obliged to lodge and maintain the chorus 
till the time of performance, and to supply the singers with 
such aliments as conduce to strengthen the voice. In the 
laws of Solon the age prescribed for the choragus was forty 
years ; but this rule does not appear to have been long in 
force. The relative expense of the different choruses, in the 
time of Lysias, is given in a speech of that orator2 We 
learn from this that the tragic chorus cost nearly twice as 
much as the comic, though neither of the dramatic choruses 
was so expensive as the chorus of men, or the chorus of flute- 
players.? 

The actors were the representatives not of the people, but 
of the poet; consequently the choragus had nothing to do 
with them.* If he had paid for them, the dramatic choruses 
would surely have exceeded in expensiveness all the others ; 
besides, the actors were not allotted to the choragi, but to 


? On the choragia, see Béckh’s Public Economy, Vol. 11. pp. 207 foll. 
Engl. Transl., or Stuart’s Athens. 

* Lysias, "AoA. Swpod. p. 698. Translated by Bentley (Phalaris, 
p. 360). 3 Demosth. Mid. p. 565. 

4 This is shown by Bockh, after Heraldus (Public Economy, ut. ch. 
22, p. 455, Engl. Tr.). Notwithstanding, however, what Bockh has 
said about the passage in Plutarch, Phocion, 1g, it seems that the 
-choragus had something to do with the costume of the actors, or at least 
-of the supernumeraries who appeared on the stage or in the orchestra. 
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the poets; and were therefore paid either by these, or, as’ 
we rather think, by the state. 

When a dramatist had made up his mind to bring out a 
play, he applied, if he intended to represent at the Lenza, 
to the king-archon, and, if at the great Dionysia, to the 
chief archon! for a chorus, which was given to him? if his 
piece was deemed worthy of it. Along with this chorus he 
received three actors by lot,* and these he taught inde- 
pendently of the choragus, who confined his attention to the 
chorus. The most important personage in the formation of 
every chorus was the actual leader, precentor, or fugleman, 
whose voice and movements the choreute followed in all the 
songs and evolutions of the orchestra.® This functionary 
was called xopudatos, xopod tyyenav, Xoporroios,® also xopoord- 
7s,’ and corresponded no doubt to the é&épxwv of the old 
choruses. It is probable that there were two other fugle- 
men to take charge of the subordinate divisions of thechorus, 
when it was broken up into sections,® and perhaps the pas- 
sage in the Eumenides, which led to the absurd supposition 
that the chorus in that play consisted of three only, refers 
to the corypheus and his two immediate subalterns.® 
When the whole chorus was drawn up in three lines, 
these two subalterns stood immediately behind the corypheus 
in the second and third ranks respectively, and were called 
rapagrarys and tpitocrarns with reference to their leader.?® 

1 See above, p. 129, note (1). 

2 There is some difference of opinion as to the person “who gave 
the chorus.” Some think it was the choragus who was applied to (see 
Kiister on Aristoph. 2g. 510; Ducker on Aristoph. Ran. 94); others 
that it was the archon: this opinion is in itself the most likely to be 
true, and appears to be confirmed by the words of Aristotle quoted 
above, p. 76, note (4). 

3 Hence xopbv 5:5d6va: signifies generally to approve or praise a poet. 
See Plato, Resp. m1. p. 383 c, and Aristoph. Ran. in p. 181 supra. 

4 This practice subsisted to the last: see Plotinus, m1. 2, p. 484, 
Creuzer. 

5 Aristot. de Mundo, c. 6: Kabamep ev xop@ Kopuvdatov kardptayros 
cuvenmnxet mas 6 xopés. § J. Pollux, tv. § 106, 

7 Himerius, p. 558; Theodor. Prodr. Rhod. Iv. p. 170. 

8 Buttmann, Index in Dem. Mid. s. v. xopupatos, p. 178. 

9 y. 135: eyeip’ eyeipe kal od THVT eyd dE oe, 

10 Aristot, Polit. mt. 4, 6: avaykn wh play elvar Thy Tay wodiT@v 
mdvtwv apethv, domep ovde TaY XopevT@y Kopupalov Kal mapacTdrov, 
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lt is clear that the three actors, who were termed zpwr- 
aywviorys, Sevtepaywoviorys, and tpito-ywnorys respectively, 
were always regarded as a distinct troop or company, and that 
each retained his relative rank. Thus Ischander was re- 
gularly a devrepaywviorys of the zpwraywvicrys Neoptolemus,” 
and Adschines never rose to a higher rank than that of a zpir- 
ayoviotys.? The first actor was regarded as the representa- 
tive and manager of his troop; he carried the inferior actors 
with him, received for himself the prize of victory, and, 
though he may have given a share of this and of the other 
honours of the performance to his second performer, it is 
probable that the tritagonist was obliged to be contented 
with his pay. Before a troop could be regarded as generally 
entitled to perform, it must have gained a prize. Otherwise 
it was obliged to encounter some previous scrutiny, which 
was waived in the case of any actor who had succeeded in a 
competition.® It is reasonable also to conclude that the 
protagonist of a successful troop was free from the risk 
of drawing lots for his poet. At least we hear that the 
eminent actors Cleander and Myniscus attached themselves 
almost exclusively to Adschylus;° that Sophocles almost 
monopolized the services of Tlepolemus and Cleidemides ;? 
and that the latter poet sometimes composed his plays with 
a special reference to the qualities of the actors who had to 


Metaph. tv. 11, p. 1018 b. 28: ofov mapactdrns Tpitoxrdtov mporepoy Ka) 
mapavnTn vntns evOc pev yap 6 Kopupaios, év0a St 4 udvn apxh. Jul. 
Pollux, iv. § 106, seems to call the rapacrarns Sevrepoorarns. 

1 Above, p. 59, note 2. 

2 Dem. de Fals. Legat. p. 344, 7. 

3 See the passage quoted at the end of this chapter. 

* Dem. de Coron. p. 314; Lucian, Navig. ad fin., Icaromen. 29; 
Plutarch, Precept. Polit. p. 816 ad fin. 

5 Hesychius and Suidas, s. v.: veunoers troxpit@v: of moimtal edd 
Bavey tpets vroxpitas KAnpw veundevtas: av 6 vikioas eis TovmLoY 
&xpitws (-Tos Suid.) wapeAauBdvero. Where Hemsterhuis conjectures 
mapeAguBave and renders the passage (ad Luciani Tim. c. 51): 
“quorum poetarum qui superior discessit, in posterum sine discrimine 
suos sibi actores legebat.” But the context shows that the relative 
refers to the actors aud not to the poets. 

6 Hermann in Aristot. Poet. p. 193. 

7 Bernhardy, Grundriss, p. 642, 


246 ON THE REPRESENTATION OF 


perform in them,’ just as modern composers will sometimes 
write an opera for a particular singer. The control which 
the protagonist exercised over his coadjutors is shown in 
many ways. If the inferior actors had finer voices than 
their chief, they were sometimes obliged to do themselves 
imperfect justice in order that he might shine the more.” 
And though the protagonist had sometimes to appear in a 
humble character by the side of his crowned and sceptred 
hireling, the tritagonist,* the great actor Theodorus always 
took care to sustain any part, even that which belonged to 
the tritagonist, if this involved the first entry on the stage, 
in order to make sure of the first impression on the 
audience. That the poet would undertake to teach a 
protagonist how to act his play seems very improbable, and 
the phrase diddacxev dpay.a must refer only to the general 
superintendence, which the poet, in conjunction with the 
choragus, exercised during the rehearsals of the play. 

When the day appointed for the trial came on, all parties 
united their efforts,° and endeavoured to gain the prize by a 
combination of the best-taught actors with the most sump- 
tuously dressed and most diligently exercised chorus.® 


1 Vit. Sophocl. p. X.: kat mpbs tas pices avtay (tev broKpiTar). 
ypaar TH Spapara. 

2 Cic. div. in Cecil. 15, 48: “ut in actoribus Grecis fieri videmus, 
seepe illum qui est secundarum vel tertiarum partium, quum possit 
aliquoties clarius dicere quam ipse primarum, multum submittere ut 
ille princeps quam maxime excellat.” 

3 Plut. Precept. Polit. p. 816 F: &rorov pév yap eotw Toy wey ev 
Tpayydia mpwtaywvicThy Ocddwpov 7) Tl@Aov bvta picOwr@ TH Ta Tpla 
(rpita?) AéyovTs TOAAGKIS ErecOat ) TpoTdiareyerOar Tamewas dy Excivos 
Exn To Siddnua Kal 7d oKAMTpoY. 

4 Aristot. Polit. 1v. (vII.) 17, p. 1336: tows yap ov Kak@s EdXeye Td 
ToLovToy Ocddwpos 6 THs Tpaywdlas broKkpiTHs* ovVOe yap mHmoTE TMapTKEY 
€avTod mpoeicayew ovdé Tay cUTEAaY broKpITaY, ws oikELloOUMEevaY TOY 
OcaTay Tals mperais akoats. 

5 The contending choragi were-called ayrixépyyo: (Demosth. Mid. 
p- 595, Bekker), the rival dramatists avrididdonado: (Aristoph. Vesp. 
1410), and their performers avrirexvo: (Aleiphron, 11. 48), a name 
which is also given to Euripides as the rival of Aschylus in the 
dramatic contest between them in the Ranz, 815. 

6 Wor the harmony and equality of voice required in the chorus see 
Aristotle, Polié. mt. 113, § 21: ovd5é 8) xopodiSdoKadros Thy metoy Kat 
KdAALov Tod mayTbs Xopov Pbeyyduevov edaer cuyxopeverv, 
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That the exertions of the choragus and the actors were often 
as influential with the judges as the beauty of the poem 
cannot be doubted,! when we have so many instances of 
the ill-success of the best dramatists. The judges were 
appointed by lot, and were generally,” but, as we have seen, 
not always,’ five in number. The archon administered an 
oath to them; and, in the case of the cyclian chorus, 
partiality or injustice was pun- 
ishable by fine. The suc- 
cessful poet was crowned with 
ivy (with which his choragus 
and performers were also adorn- 
ed),° and his name was pro- 
claimed before the audience. 
The choragus who had exhi- 
bited the best musical or thea- 
trical entertainment generally 
received a tripod as a reward 
or price. This he was at the 
expense of consecrating, and in 
some cases built the monument 
on which it was placed. Thus 
the beautiful choragic monu- 
ment of Lysicrates, which is 
still standing at Athens, was 
undoubtedly surmounted by a 
tripod; and the statue of Bac- 
chus, in a sitting posture, 
which was on the top of the 
choragic monument of Thra- 
syllus, probably supported the 
tripod on its knees. Such, at least, seems to have been the 





Fig. 1. 


1 Tt is expressly stated by Aristotle, Rhet. ut. 1, § 4. Cf. Terence, 
Phormio, Prolog. vv. 9, 10. 

2 See Maussac, Diss. Crit. p. 204; Hermann, de quinque judicibus 
poetarum, OUpuse. Vil. p. 88. 

3 Above, p. 129. 4 ZEschin. cara Krnoigp. § 85. 

5 See the passages quoted by Blomfield (Mus. Crit. 11. p. 88), and 
the lines of Simmias, in p. 128, supra. 

§ Lysias ubi supra, p. 202. Comp. Wordsworth’s Athens and Attica, 
PP- 153; 4+ 
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intention of the holes drilled in the lap of the figure. 
From the inscriptions on these monuments, the di- 
dascalie of Aristotle, Carystius Pergamenus, Dicearchus, 
and Callimachus, were probably compiled. The choragus 
in Comedy consecrated the equipments of his chorus,’ and 
was expected to provide his choreute with a handsome 
entertainment, an expectation which, to judge from the 
complaints of the comic poets themselves, he did not always 
fulfil in a satisfactory manner. It is probable that the 
tragic chorus also looked for a similar conclusion of their 
labours. The successful poet, as we see from Plato’s 
Banquet, commemorated his victory with a feast. As, 
however, no prize-drama was permitted to be represented 
for a second time (with an exception in favour of the three 
great dramatists, which was not long in operation),* the 
poet’s glory was very transient; so much so, that when 
Thucydides wished to predict the immortality of his work, 
he sought for an apt antithesis in the once-heard dramas of 
the contemporary poets. The time allowed for the repre- 
sentation was portioned out by the clepsydra, and seems to 
have been dependent upon the number of pieces represented.® 
What this number was is not known. It is probable, 
however, that about three trilogies might have been repre- 
sented on one day.’ 


1 Bockh’s Corpus Inscript. 1. p. 350. 
2 Lysias ubi supra. Comp. Theophrastus, Charact. xx1. 
3 See Eupolis, ap. Jul. Poll. mr. § 11 55 (p. 551 Meineke): 
Hn xopnryov TOTOTE 
pumapa@tepov Tovd eldes; 
Aristoph. Acharn. 1120: 
és Y ewe Thy TAHwova Ajvaia xopnya@y améKAcio’ 
&demmvov. 
Cf. Arist. Av. 88 and the Scholiast: todro eis S:aBoAhy Tod xopnyod Ste 
mukpdy Sedakev tepeiov. 
4+ Above, p. 110; Aul. Gell. vu. 5; Plutarch, Rhetorum Vite. 
5 1.22: Krjpa Se és del waddov } aydviopa és 7d mapaxphma axovew 
tvyKerrat. 
® Tov 5€ uhkovs Spos, mpds pev Tos ayavas Kal Thy aloOnow, ov THs 
zTexvns eoTly. Ei yap éde Exardy tpaywdias aywviCecbai, mpds KAEWUdpas 
av nywvl(ovto, Scmep mote Kal &AAoTE Paci. Aristot. Poet. c. VIL. 
7 “Yet that number scenis to have been a fixed thing: so Aristotle 
speaks of it: ei & ky rovTo, ef ray pty apxalwy éAdrtous al cvoTdoas 
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The place of exhibition was, in the days of the perfect 
Greek drama, the great stone theatre erected within the 
Lenzon, or inclosure sacred to Bacchus. The building was 
commenced in the year B.c. 500, but not finished till about 
B.c. 381, when Lycurgus was manager of the treasury. 
In the earlier days of the drama the theatre was of wood, 
but an accident having occurred at the representation of 
some plays of A‘schylus and Pratinas, the stone theatre 
was commenced in its stead.? 

The student who wishes to entertain an adequate notion’ 
of the Greek Theatre must not forget that it was only an 
improvement upon the mode of representation adopted by 
Thespis, which it resembled in its general features. The 
two original elements were the 6vpéAy, or altar of Bacchus, 
round which the cyclian chorus danced,? and the Aoyetoy 
or stage from which the actor or exarchus spoke ;? it was 


elev, mpds Te TH TAIO0s Ta Tpaywdiav THY cis wlav akpdaciy TLOE- 
pévwy maphkoev. Poet. § 40. See Tyrwhitt’s note. If each tribe 
furnished but one choragus, and not, as some appear to have supposed, 
one for each different kind of contest, the number of tragic candidates 
could scarcely have exceeded three. For there seem never to have 
been less than three or four distinct kinds of choruses at the great 
Dionysian festivals; which, when portioned out amongst the ten 
choragi, could not by any chance allow of more than three or four 
choragi to the tragic competitors; which agrees very well with all 
that is elsewhere mentioned on this head, for we seldom meet with 
more than three candidates recorded, and probably this was in general 
the whole number of exhibitors. Aristophanes, indeed, had on one 
occasion four rival comedians to oppose (Argum. 11. in Plut.); but this 
was, in all likelihood, at the Lenza, when, perhaps, not a single 
tragedy had been offered for representation, and, consequently, a large 
proportion of choruses would be left disengaged for comic candidates. 

“Tf the custom of contending with tetralogies was still retained, 
Aristotle, in the passage above, most probably intended by ray rpa- 
yeiiav Tay cis piavy axpdacw Tebeuéevwy the exhibition of one such 
tetralogy. This supposition is in some measure supported by the fact, 
‘that there were three or four separate hearings in the day; since four 
. tetralogies would occupy from twelve to sixteen hours: and if, ag is 
natural, each competitor took up a whole hearing, this will confirm 
our former induction with regard to the number of candidates.’ 
—Former Editor. 

? Libanius’s Argument. Demosth. Olynth. 1. and Suidas, Mpattvas. 

? See Miiller, Anhang zum Buch, Esch. Eumeniden, p. 35. 

* Above, p. 113, note 2 
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the representative of the wooden table from which the 
earliest actor addressed his chorus, and was also called 
éxpiBas. But in the great stone theatres, in which the 
perfect Greek dramas were represented, these two simple 
materials for the exhibition of a play were surrounded by a 
mass of buildings, and subordinated to other details of a 
very artificial and complicated description. That part of 
the structure, which was set apart for the audience, and 
was more properly called the @éarpov, may be discussed 
without any doubt or difficulty; for not only are the 
authorities explicit in their accounts, but we have many 
remains which are sufficiently complete to serve as a safe 
basis for architectural restorations; and the theatre at 
Aspendus in Pamphylia, which has come down to us 
without a single defect of any consequence in the stone- 
work, enables us to restore, with very slight risk of error, 
all the details of the proscenium and orchestra which were 
presented to the eyes of a Greek audience. With regard, 
however, to the minor arrangements of the stage, such as 
the painted scenes and the other machinery of exhibition, 
we are left in a great measure to an interpretation of the 
ancient descriptions; for the more fragile materials of 
which these parts of the theatre were constructed have 
yielded to the stress of time, and so left us without any 
tangible evidence to support the scattered statements of 
ancient writers. It will be desirable, therefore, before we 
proceed to give a general description of a Greek theatre, 
based on an examination of all the authorities, and including 
all the particulars for which we have any evidence, either 
monumental or literary, to present to the student the actual 
form of the best preserved of the ancient theatres, and to 
make this ocular demonstration the basis and starting-point 
of the more theoretical reconstructions. 

The theatre at Aspendus belongs unquestionably to the 
times of the Roman domination in Asia Minor. An in- 
scription over the eastern door informs us that two brothers, 
A. Curtius Crispinus Arruntianus and A. Curtius Auspicatus 
Titinnianus, in accordance with their father’s will, had 

1 Above, p. 60; Pollux, rv. 123: éAcds 5& av tpdre{a apxaia, ep’ ty 
mod @éomdos els Tis avaBas Tols XopevTals amexplvero. 
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contributed to the repairs or adornment of the theatre in 
henour of their ancestral gods and the imperial house ;! and 
it has been conjectured* trom an inscription at Preneste, 
which one of the two brothers had set up to P. #lius Pius 
Curtianus, that these persons lived in the time of M. 
Antoninus. Be that as it may, other inscriptions, placed on 
a pedestal in the interior, and over the door leading to the 
seats, inform us that the architect was a Greek, Zeno, the 
son of Theodorus.? And we may infer that the theatre at 
Aspendus, though it belongs in its present state to the time 
of the Roman Cesars, was probably built on the founda- 
tions, and perhaps to a certain extent according to the 
model of a previously existing Greek theatre. In its 
general features it corresponds to the restorations which 
have been made, with the aid of the fragments, of the cavea 
of the theatre at Catana as seen from the stage,* and of the 
stage of the theatre at Tauromenium, as seen from the 
eavea. It contains all that was required for the representa- 
tion of a Greek play in the best period of the drama; and 
though, as we shall see, Vitruvius makes certain distinctions 
between the Greek and Roman theatres, it does not follow 
that all theatres built in Greek cities during the Roman 
period departed from the ancient model, which, after all, 
was the point of departure for the Roman architects them- 
selves. 

It will be observed that the theatre at Aspendus, as re- 
presented in the accompanying ground-plan (Plate opposite 
p. 252), elevation of the lower front (fig. 2), and view of the 


+ Bockh, C. I. mt. p. 1163: 


“Dis patriis et domui Augustorum 
ex testamento A. Curtii Crispini A. Curtius Crispinus Arrun- 
tianus et A. Curtius Auspicatus Titinnianus fecerunt.” 


Ocots matplos nal dum SeBacrav 
€x Siabjxns A. Kouptiov Kperomelvov A. Kovptios Kpeioreivos "Appovy= 
Tiavos Kal A. Kovptios Avomikatos Titwyiavds émotnoar. 


? Henzen, Annali dell Instituto di Corr. Arch. 1852, p. 165. 

* Bockh, tr. pp. 172, 1161. 

4 Serradifuleo, Antich. della Sicilia, Vol. vy. Taf. m1.; Wieseler, 
Theatergebaéude, Taf. m1. 12. 

® Serradifalco, Vol. v. Tay. xx11.; Wieseler, Taf. 111. 6. 
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interior (see Frontispiece),1 is externally a plain building, 
with three complete rows of windows, besides sixteen other 
openings of the same kind. In the interior, the theatrum, 
or part allotted to the spectators, is a hemicycle composed of 


Fig. 2. 





? These illustrations are taken from Texier, Description de V Asie 
Mineure, Paris, 1849, Vol. m1. Pl. 232 sqq. The description is due to 
Schénborn (Scene der Hellenen, pp. 26—28, 83—94), who saw the 
theatre about the same time as Texier. 
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two precinctiones or divisions separated by a diazoma or lobby, 
and there are nineteen tiers of seats in each of these separate 
halves of the theatre. The whole is crowned by a portico 
or gallery with fifty-eight arches. The great majority of 
the audience must have got to their places through the 
parodi of the orchestra, from which there are steps leading 
to the rows of seats, or through the gallery at the upper 
end, which had doors behind it. It was, however, possible 
to reach the upper seats by a door at the north end of the 
seats leading to the diazoma. The scene-front is connected 
with the spectators’ seats by walls on either side rising to 
the full height of the theatre, and there can be no doubt 
that this part of the building was covered in by a roof. 
There are three stories in the scene. In the first story 
there are five doors. A cubical basement of stone appears 
in each angle of the scene, and these are continued by the 
sides of the doors, so that there are twenty of them in all. 
Those in the corners have each of them an unfluted column, 
reaching to the second story, and these columns are still 
found in the Greek theatre at Myra in Lycia. The other’ 
basements by the doors were probably the distances from 
the proscenium at which the moveable scenery hung from 
the balconies above. Besides the five doors the first story 
has nine windows, of which the four larger stand between 
the doors, and the other five over the doors. These windows, 
like those in the upper story, are merely ornamental, as 
they do not go through the wall. In the second story, 
immediately over the cubical basements of the podium, 
there is a corresponding number of little balconies, each 
consisting of a slab resting on two supports projecting at 
right angles from the wall. The faces of the latter are 
ornamented, like the frieze of a building, with the skulls of 
victims connected by garlands. On each of the balconies 
there is a low pedestal, and they are all connected by a 
narrow ledge, which may have served as the support of the 
planks laid across from one baleony to the other, when the 
exigencies of the performance required that the whole should | 
be used as a continuous upper stage. It is to be remarked’ 
that Vitruvius, as we shall see, speaks of the pluteum in the 
singular; and there is no reason why these little balconies 
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should not be regarded as really connected by the ledge to 
which reference has been made. There are no tracesof balus- 
trades. But the upper part of the scene served, no doubt, asa 
sufficient protection for the actors, when they had to appear 
on the second story. There are three litle doors in the 
second story, leading to the gallery formed by the series of 
balconies; also eight windows corresponding to those of the 
lower story, the place of the ninth being occupied by one of 
the doors. The third story has no doors or windows, and 
instead of a practicable gallery, it has a series of ornamental 
pediments, triangular or semicircular, standing over the 
projections below, and similarly supported. That in the 
centre, which is much the largest, is adorned with a female 
figure, surrounded by ramifications of foliage. There are 
traces in the third story both of the supports of the roof, 
and of the orifices, in which stage machinery rested. The 
two wings of the theatre are divided by a party wall, in 
continuation of the proscenium, and the outer half of each, 
i.e., that which is bounded by the front wall of the theatre, 
constitutes in each case a staircase to the upper stories of 
the building. 

We now proceed to show how exactly this well-preserved 
theatre corresponds in all essential features to the general 
descriptions which have come down to us. 

A formal description of an ancient theatre necessarily 
rests on the geometrical rules of Vitruvius. The Roman 
theatre was arranged, he tells us,! according to the following 
scheme: describe a circle (abcdefghiklm) with a radius 
corresponding to the intended size of the orchestra, and in 
this inscribe four equilateral triangles, aei, bfk, cgl, dhm, the 
angles of which shall touch the circumference at equal 
distances. Let any side, mh, of an included triangle be 
taken to represent the direction of the scena, and parallel to 
this draw the line ag through the centre of the circle. The 
line mh produced to o on one side and to m on the other, so 
as to make it double the diameter, or four times the radius 
of the circle, gives the front of the scene; and the line ag 
marks the limits of the pulpitum on the side of the orchestra. 


1 Vitruvius, v.6 7. 
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The five angles, which fall within the scene, indicate the 
positions of the five doors opening on the stage; and the 
other seven angles define the directions of the steps leading 
to the seats of the spectators. 

/ 





From this it appears that the orchestra in a Roman 
theatre formed a semicircle of which the furthest point was 
one radius from the front of the stage, and one radius and a 
half from the front of the scene; the scene was four radii 
in length, and the stage half a radius in breadth. 

The Greek theatre was arranged according to the follow 
ing scheme.! ‘Taking a circle agy, inscribe in it three 
squares nkfc, mieb, lgdy, so that the angles touching the 
circumference may be equidistant from one another. As 
before, let any side, nk, of an included square be taken to 
represent the boundary of the proscenium on one side of 
the spectators; then a tangent pr, drawn parallel to this 
side, will represent the front of the scene. Leto be the 
centre of the circle, and q the centre of the orchestra thus 
defined; through q draw ah parallel to nk; and from a and 


1 Vitruvius, v. S. 
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h, with the radius of the original circle, draw the ares st, ww, 
cutting the produced line nk in the points wand @ The 
length of the scene shall be equal to the line wa. 

From this it appears that the orchestra in a Greek - 
theatre was more than a semicircle, the furthest point 
being one radius and five-sevenths from the front of the 
stage, and a whole diameter from the front of the scene. 
The breadth of the stage is therefore ? of the radius. 

These proportions, though differing in special cases, 





Fig. B. 


correspond in the main to those of the existing theatres, and 
may be assumed as the basis of the following description, and. 
of the plan (Plate opposite fig. B) by which it is illustrated.» 

In building a theatre, the Greeks always availed them- 


1 This plan, with the exception of the stage, is derived from that 
which was published by Mr. T. L. Donaldson in the supplemental 
volume to Stuart’s Antiquities of Athens, 1830, p. 33. It has also 
appeared in the Library of Entertaining Knowledge, “ Pompeii,” Vol. 1. 
p- 232, where the woodcut preserves the engraver's error of OPKHETPA 
for OPXH=STPA, by way of identification; for the author of the plan is 
not mentioned. 
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selves of the slope of a hill, which enabled them to give the 
necessary elevation to the back rows of seats, without those 
enormous substructions which we find in the Roman 
theatres. If the hill-side was rocky, semicircles of steps, 
rising tier above tier, were hewn out of the living material. 
If the ground was soft, a semicircular excavation of certain 
dimensions was made in the slope of the hill, and afterwards 
lined with rows of stone benches. Even when the former 
plan was practicable, the steps were frequently faced with 
copings of marble. This was the case with the theatre of 
Bacchus at Athens, which stood on the south-eastern side 
of the rocky Acropolis. This semicircular pit, surrounded 
by seats on all sides but one, and in part filled by them, 
was called the xotAov or cavea (A A A), and was assigned 
to the audience. At the top it was enclosed by a lofty 
portico and balustraded terrace (c). Concentric with this 
circular arc, and at the foot of the lowest range of seats, 
was the boundary line of the orchestra, dpyyorpa, or 
“dancing-place”” (B), which was given up to the chorus. 
If we complete the circle of the orchestra (compare fig. B), 
and draw a tangent to it at the poimt most removed from 
the audience, this line will give the position of the scene, 
oxnvy, or “covered building” (DD), which presented to 
the view of the spectators a lofty facade of hewn stone, 
susceptible of such modifications as the different plays 
rendered suitable. In front of this scene was a narrow 
stage, called, therefore, the zpooxyvv (c), which was 
indicated by the parallel side of a square,” inscribed in the 
orchestral circle, but extended to the full length of the 
scene on both sides (ie. to DD). Another parallel at a 
certain distance behind the scene gave the portico (FF), 
which formed the lower front of the whole building. 

We are not to suppose that a Greek theatre exhibited in 

1 Scene properly means a tent or hut, and such was doubtless 
erected of wood by the earliest beginners of dramatic performances, to 
mark the dwelling of the principal person represented by the actor.” 
—Miiller, Hist. Lit. Gr. 1. p. 301. 

2 The angles of this square, and of two others inscribed in the 
orchestral circle as indicated in the accompanying plan, point out the 


divisions of the cunei, the commencements of the iter ‘at hh), and the 
width of the eccyclema (at 2). 


258 ON THE REPRESENTATION OF 


its architecture any elaborate or superfluous ornamentation. 
It was constructed for a special purpose—the adequate 
representation of dramatic entertainments of a certain kind 
before a very considerable multitude of spectators,—and if 
it effected this purpose, the architect and his employers 
were quite satisfied. He was not inspired with the un- 
profitable ambition of an eminent and successful member 
of the same profession in our own time, of whom it has 
been said at once pointedly and truly, that being employed 
to build a house of Parliament, which was to accommodate a 
certain number of members and to admit of the speakers 
being well heard, he contrived it so that the persons, for 
whom it was intended, could not all be present, while those 
who spoke were, except under very favourable circumstances, 
inaudible to the reporters and their proper audiences ; and 
who being also employed to build a picture gallery for a 
nobleman, so contrived it that scarcely one of the paintings 
could be seen in a good light; though in both cases he 
erected stately buildings very pleasing to the eye when 
seen from without. Very different was the performance 
of the architect who constructed a Greek theatre. If the 
seats of the spectators did not run on the side of a hill 
they were surrounded by a wall without ornaments or 
windows, and resembling the tower of a fortress rather 
than a splendid edifice. And the front of the theatre was 
so devoid of all decorations that it would have suggested to 
a modern spectator the idea of a barrack or a manufactory, 
rather than of a place consecrated to the Muses.? 

The kotAov or cavea (A) was divided into two or more flights. 
of steps by the d&alepara or precinctiones (bbb), which were 
broad belts, concentric with the upper terrace and with 
the boundary line of the orchestra, and served both as 
lobbies and landings.* The steps of the xotAov were again 
subdivided transversely into masses called xepxides, cunet, or 


1 Schénborn, Scene der Hellenen, p. 22, and compare the elevation of 
the theatre at Aspendus (Fig. 2). 

2 The view which has been given of the theatre at Aspendus shows 
the corresponding parts of these precinctiones; but in the theatre at 
Herculaneum there is no proper diazoma to separate the rows of seats, 
which run aboye each other in distinct galleries, 
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“wedges” (aaa), by stairs k\iuaxes (ggg), running from one 
didZoa to another, and converging to the centre of the or- 
chestra. These stairs were called ceAtées, or gangways, from 
their resemblance, mutatis mutandis, to the passage across the 
ceApora or Cvya of a trireme,! for they were flanked on both 
sides by spectators seated before and below one another, 
just as the oeAés running fore and aft in a galley passed 
between the rowers, the highest of the three benches being 
always behind the middle tier, and this again being behind 
the lowest. As it seems that there were eleven tiers of 
seats between each diafwua in the theatre at Athens, the 
diazoma itself being counted as the twelfth row, we shall 
understand the allusion in Aristophanes (Hquites, 546) : 


aipec® atm modv Td pdbiov, maoameubar ep evdeka Kdmais 
BdpuBov xpnotby Anvairnyv— 


“raise for him a plash of applause in good measure, and 
waft him a noble Lenzan cheer with eleven oars,” for each 
xepxis would suggest the idea of eleven benches of rowers, 
and the applause demanded by the chorus would come like 
the plash of eleven oars striking the water? at once. 
Different parts of the theatre received different names 
from the class of the spectators to whom they were appro- 
priated. Thus, the lower seats, nearest to the orchestra, 
which were assigned to the members of the council (BovA7) 
and others who had a right to reserved seats (zpo<dpia), were 
called BovAevtixds té7ros, and the young men sat together in 
the édnBucos toros.2 The spectators entered either from 


! There is no doubt that the primary sense is the nautical, as given. 
by Hesychius: weAidess Ta petatd Siadpaypata Tay SiacthudTwy THs 
veés. EKustathius also and Julius Pollux connect ceAls with oéAuc. 
Phrynichus says (Anecd. Bekk. 62, 27): oeAts BiBAtov: A€yerar 5E Kal 
oeAls Gedtpov; but the use of ceAis to denote the intercolumnar space of 
a manuscript, and hence to signify the page of a book in general, is 
the latest use of the three, and is probably derived from the re- 
semblance between the lines of seats in the theatre divided by gang- 
ways, and the lines of writing separated by intercolumnar spaces of 
blank paper. 

27 See our paper “On the Structure of the Athenian Trireme,” 
Camb. Phil. Soc. Vol. x. Part 1. 

5 670 6pa Toy &v5pa THs yuvaikds ev Bovaevtixg. Aristoph. Aves, 794. 

s 2 [On 
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the hill above by doorways in the upper portico, (www), or 
by staircases in the wings of the lower fagade (ss). 

The orchestra (B) was a levelled space twelve feet lower 
than the front seats of the xotAov, by which it was bounded. 
Six feet above this was a boarded stage (£), which did not 
cover the whole area of the orchestra, but terminated where © 
the line of view from the central cunei was intercepted by 
the boundary line. It ran, however, to the right and left . 
of the spectators’ benches (e¢, e#), till it reached the sides of 
the scene. The main part of this platform, as well as an 
altar of Bacchus in the centre of the orchestral circle (d), 
was called the @vpeAn.? The segment of the orchestra not 
covered by this platform was termed the koviortpa, arena, or 
“place of sand.’ In front of the elevated scene, and six 
feet higher than the platform in the orchestra (i.e. on the 
same level with the lowest range of seats) was the zpooxynov, 


On which the Scholiast remarks: obtos téros tod Oedrpov, 6 avemeévos 
Tots BovAcuTais, ws Kal 6 Tots ep7nBo.s "EdnBikéds. 
Allusion is made to these reserved seats, in the Hquites, 669: 


KAéov. "ATOA@ oe vi) THY Tpoedplav Thy ek TvAov. 
*AAAayTOTaANS. “Id0v mpoedpiav: ofoy BWoual o° eyo 
°EK Tis mpoedplas €cxatov Oemmevov. 


From whence and elsewhere we may infer, that eminent public 
services were rewarded by this highly-prized mpoedpic. It is a great 
matter with the vain-glorious man in Theophrastus: tod Gedrpov 
Kabjjcba, dra 7 Oa, mAnoloy Tay oTpatrnyav. Char. I. 

1 Kolster maintains (Sophokleische Studien, p. 25) that at Athens 
the only entrances for the spectators were those to the right and left of 
the orchestra, for that the stage lay to the south; and to the north, at 
the back of the theatre, where the rocks of the Acropolis rose, there 
could have been no entrance. 

? The student should remark the successive extensions of meaning 
with which this word is used. At first it signified the altar of 
Bacchus, round which the cyclic chorus danced the dithyramb. Then 
it signified the platform, on which this altar stood, and which served 
for the limited evolutions of the chorus. Lastly it denoted any 
platform for musical or dramatic performances, so that in the later 
writers the thymele is identified with the proscenium, which extended 
as far as the centre of the orchestral circle in the Roman theatres (see 
Jahrb. f. Phil. u. Pddag. u1. 1, pp. 22—32). We believe that in the 
time of Euripides, at all events, the thymele signified the platform for 
the chorus, and not merely the altar which stood upon it: see Eurip, 
Electr. 712 8qq. 
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mentioned above (c), and called also the Aoycior, or “speaking- 
stage.” There was a double flight of steps (kAyaxripes) from 
the arena (xovicrpa) to the platform in the orchestra (p), 
and another of a similar description from this orchestral 
platform to the zpooxyvov or peab nies (q). There were also 
two other flights of steps leading to the orchestral platform 
from the chambers below the stage (fh, fh). These were 
called the xapwrvior kAiuaxes, or “ Charon’s stairs,” and were 
used for the entrance of spectres from the lower world, 
and for the ghostly apparitions of the departed. There was 
another entrance to the thymelic platform, which led to the 
outer portico of the theatre by passing under the seats of 
the spectators (hbr). This may have been used when there 
was no regular parodos of the chorus (of which more 
presently), and when the choreute made their exit in am 
unusual manner, as in the last scene of the EHwmenides. 
The regular entrances of the chorus were by the zdpodox (in, 
in), and along the dpdpos or iter (te, te). 

The scene itself was a fagade of masonry consisting 
regularly of two stories (whence it is called é.o7reyia) 
divided by a pluteum or continuous balcony, either made 
throughout of a platform of stone, or consisting of a series 
of projections with balustrades, which might be made 
continuous by laying a flooring of planks from one to the 
other. If there was a third story, it was called the 
episcenus; but this was not essential. The scene was 
adorned by columns, and Vitruvius gives their regular 
dimensions; namely, those in the lower story, with their 
pedestals and capitals, were one-fourth of the diameter of 
the orchestra; over these the epistyles and entablatures 
were one-fifth of the columns below; in the second story 
we have the plutewm with its entablature or balcony half the 
height of the pulpitum or stage, which Vitruvius designates 
as “the lower balcony,’? and above the pluteum we have 
the columns of the second story less by one-fourth than 
those of the lower story, the epistylium with the entabla- 
ture being as before one-fifth of the columns below. If there 

1 Vitruv. v. 7: “plutewm insuper cum unda et corona inferioris plutei 


limidia parte.” See Schénborn, p. 82; and below, part 11. 
? Pollux, tv. § 130. 
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is an episcenos, its pluteum is half the plutewm below it, and 
its columns less by one-fourth than the columns of the 
second story, the epistylium and entablature bearing the 
same proportion, namely, one-fifth, to the corresponding 
columns. These measurements of course varied with the 
tastes of different epochs, and the size of the theatre in the 
particular case. The distinctive and indispensable features 
of the scene were the plutewm or balcony, and the five doors by 
which the actors made their different entrances on the stage. 
On these particulars it will be necessary to make some remarks. 

It seems more than probable that in the most flourishing 
period of the Greek drama, the mere front of the scene was 
never used to indicate by itself the place of the action, but 
that this was always depicted on a painted curtain or some 
similar representation. That these pictures were suspended 
from the pluteum seems to be the most natural supposition, 
and if the scene represented a mountain, as in the Prome- 
theus, a watch-tower, as in the Supplices, or a palace, as in 
the Agamemnon, on the top of which an actor had to appear, 
it is obvious that the pluteum would furnish him with the 
necessary footing; and there can be no doubt that there 
were approaches to it by doors in the scene, as in fact we 
see in the theatre at Aspendus. It is also evident that the 
pluteum must have furnished a basis for certain machines, 
which were worked above the stage. For example, the 
Geodoyetov,! which was apparently a platform surrounded 
by clouds, and contrived for the introduction of divine 
personages, was of course moved from the side of the 
scene along the pluteum. The whole of the action in the 
Peace of Aristophanes from y. 178, when Trygegus is 
raised on his monster beetle to the second story of the 
scene, by means of a machine (v. 174), to v. 728, when 
he returns to the stage,—having iost his beetle,— by 
means of the staircase behind the scene, must have taken 
place in sight of the spectators on the upper baleony of 
the pluteum. 

Every one of the five doors in the scene had its appro- 
priate destination. The centre door (2), or valve regi of 

1 Pollux, Iv. § 130: amd 5& Beodroyelov dvtos brép Thy oxnvhy ev tye 
emipatvoytat Oeol, as 6 Zevs Kal of wepl addy ev Vuxocraclg. 
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Vitruvius, was the regular entrance of the protagonist, and 
represented, according to the scenery hung before it, a 
palace, a cavern, or other abode of the chief actor for the 
time being; the door to the spectators’ right of this (k) was 
the abode of the deuteragonist, and the door to the specta- 
tors’ left (1) was appropriated to the tritagonist. Pollux says, 
perhaps referring to a particular play, the Bacche of 
Euripides, that the right door indicated the strangers’ apart- 
ment (gevwy), and the left a prison (<px7j). Vitruvius 
terms both of the doors near the centre hospitalia, In 
Comedy Pollux calls the adjacent space to the centre 
«iovov, ‘the out-buildings,” with reference of course to 
some particular Comedy ; and the scenery represented wide 
entrances called xAwciddes Pvpar, adapted for the ingress of 
cattle and wagons. ‘Towards either side of the scene were 
two other doors which Vitruvius calls itinera and aditus, and 
these, with the zepiaxro., or triangular prisms moving on 
pivots,which were fixed beside or in them (m, m), indicated to 
the spectators whether the actors entering by these doors 
were to be supposed as coming from the city or the harbour in 
the immediate neighbourhood of the locality represented, or 
from a distance. The student will remember that these 
five entrances led to the stage, and belonged to the actors 
only. And the distinction between the two elements in the 
ancient drama, on which we have so often insisted, must be 
borne in mind here. For in addition to these five efcodo: for 
the entrances of the actors, there were two zdpodor, one on each 
side, for the chorus. These rdpodo: did not lead to the stage, 
but either opened at once from the wings into the orchestra, 
as we see in the theatre at Aspendus, or, to favour the idea 
that the side entrances of the chorus and actors corresponded, 
the chorus passed under the stage, and came out by doors 
(é, 4), on a line with the periacti (m, m), which are often 
mentioned in connection with the parodi. If any one, who 
so entered the orchestra, had afterwards to mount the stage, 
as Agamemnon in the play of that name, he was obliged to 
ascend by a flight of steps.1. Now we are told that while, 

1 It is clear that the doors on the stage were always used for the 


entrances and exits of the actors, except in the few cases in which they 
made their first appearance on horseback or in a chariot, like Ismene 
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with regard to the side-doors on the stage, the right door 
indicated that the actor so entering came from a distance, but 
the left that he came from the city or the harbour, and that 
if the right-hand zepiaxros was turned, it indicated that the 
road leading to the distant object was different, but that if 
both zrepiaxro. were turned, with of course a change in the 
decorations of the scene itself, the place of action was 
different, or there was a total change of scene. But, on 
the other hand, it is said that, with regard to the wdpodo: or 
entrances of the chorus, that on the right was supposed to 
lead from the market-place (if we read dyop7bev for aypdbev) 
or from the harbour or from the city, but that those who came 
on foot (i.e. not floating in the air like the chorus of Oceanides 
in the Prometheus) from any other quarter entered by the 
left zépodos.1 As it is quite impossible that the entrances 
of the chorus and the actors should not have had the same 


in the @dipus Coloneus, and Agamemnon and Cassandra in the first 
play of the Orestea. See Schénborn, Scene der Hellenen, pp. 17 sqq.; 
Kolster, Sophokleische Studien, Pref. p. xii. 

1 This is Schénborn’s explanation of the difficulty (Scene der Hel- 
lenen, pp. 72 sqq.). Kolster, on the contrary (Sophokleische Studien, 
pp. 24 sqq.), understands the words of Pollux (iv. 126) of the actors, 
and reads them as follows: Tov pévro: mapddwv 7 pev Sekia aypdbev H 
éx Ameévos 2) ek méAcws Hyet, of @ GAAaXdbev TECor Ahikvovmevor KAaTe 
Thy érépay ciciacw: eicedOdytes Se [€p’ trmov 7) ep’ Guatay] eis Thy 
épxhotpay emi thy oKnvny 51d KAtudKwv dvaBalvovor. He supposes that, 
as the theatre at Athens was on the south slope of the Acropolis, the 
city and the harbour would lie on the right and the country of Attica 
on the left: consequently, the spectators would imagine that the 
right-hand door, by which they had entered the theatre along with 
their foreign visitors, led to distant parts, and that the left-hand door, 
by which the countrymen from Rhamnus, Marathon, &c., had made 
their way to the seats, led to the home district. In order to reconcile 
this view with the text of Pollux, Kolster understands aypé@ev as 
meaning peregre, though he owns that he cannot produce any example 
of such a meaning. He supports his view by the statement that the 
zevév was on the right and the prison on the left of the centre door; 
for he argues that the prisoner was originally also the slave, who was 
connected with the labours of the field, and must therefore have his 
ergastulum on the home-side, on which also, as Kolster thinks, the 
«Alo.oy, or stall for the cattle, was placed. It does not appear to us 
that this interpretation is in accordance with the principles of sound 
criticism. : 
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reference to the quarters from which they were supposed to 
enter, this apparent inconsistency must be explained by the 
fact that the scene and the 6éarpov, properly so called, were 
regarded as distinct buildings, the orchestra belonging to 
the latter; and while the entrances on the stage were 
designated according to the right and left hands of the 
actors, the entrances of the chorus, which faced the stage, 
were denoted according to the right and left hands of the 
spectators. Consequently, the spectators looked to their 
right when they expected a new entrance, whether of actor 
er chorus, from the neighbourhood of the scene of action, 
but to their left when they expected to see an arrival from 
a distance. Thus in the Agamemnon, the chorus enters by 
the right parodos ; the herald, and the king with Cassandra 
come from the left of the audience; and Aigisthus, on the 
other hand, from the right side door. 

& seems clear, from the original meaning of the word 
oxnvy, 1.e. covered building, that the scene had a roof of some 
kind. There are but few traces of this in the existing 
monuments. But as far as the evidence is available it may 
be concluded that the roof was flat, and that it had a coping 
with battlements. 

The stage (Aoyetov, éxpiBas, ixpia, pulpitum) was a long 
narrow platform extending to the whole length of the scene, 
and elevated to a height of ten or twelve feet above the 
orchestra.! Its breadth, according to Vitruvius, was one- 
seventh of the diameter of the orchestra, but its length was 
nearly double the orchestral diameter. It was therefore a 
mere ledge at the foot of the scene, and was appropriately 
called the podium, according to the original application of 
that term. As we have already mentioned,” the stage was 
a representative of the wooden table from which the 
exarchon spoke to his chorus, and to the end it seems to 
have a movable wooden structure, sometimes, however, 
resting on supports of masonry. In several of the ancient 
theatres, especially in that at Aspendus, we stiil see flights, 
of steps leading from the stage-doors to the level of the 

1 In the Roman theatre the stage was at most five feet higher than 


the level of the orchestra, 
2 Above, p. 66. 
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orchestra; and this alone is sufficient to indicate the fact 
that the Aoyetov was taken down, whenever, as was frequently 
the case, the theatre was required for public meetings or 
other purposes not strictly theatrical. 

In its original meaning the word zpooxymov was no doubt 
synonymous with Aoyeior, for it signified that which was be- 
fore the scene, and it is used in this sense by Virgil and 
other writers.2. It is equally clear, however, that the word 
was used improperly to denote the scene itself, or rather the 
face of the scene, which was turned towards the spectators,? 
and with a stricter reference to the form of the word, it 
denoted the curtain or hanging before the scene.* 

There are two other derivatives from oxnvy, which have 
occasioned no little difficulty and misconception. These are 
Tapackyviov and vrocKyviov. 

In the singular number, zapacxyjov denotes what was 
sung by a member of the chorus instead of a fourth actor.® 
But in the plural, wapacxijva undoubtedly means the lateral 
projections of the scene, by the sides of the dpéues with the 

1 Schonborn, p. 29. 

2 Virg. Georg. 11. 382: veteres ineunt proscenia ludi. Where Servius 
says: proscenia...sunt pulpita ante scenam, in quibus ludicra exercentur. 
Plut. Moral. p. 1096 B: xaAKodv "AAdtavdpoy ev TéAAn BovAduevoy 
Toijoat To Mpockhvioy ovK elacev 6 Texvitns ws Siapbepovv TeY bToKpITOY 
thy gwrvhv. Polybion (?) apud Suid. s. v.: 4 Tixn mupeAKomevn Thy 
apdpacw Kibanep ext mpookhviov, mapeyipywoe Tas GAnOets emvolas. 

8 The xpockhyiov and Aoyetoy are mentioned separately in the in- 
scriptions at Patara (Biéckh, C. I. No. 4283, Vol. mi. p. 151): «azé- 
pwcey 76 TE TpocKhviovy, 0 KaTecKEvaceY EK OeueAlwy 6 TaThp abTAS... 
kal Thy Tod Aoyelov KatacKkevny Kal TAdKwow & erolncey ath (where 
mAdKwors means “ pargetting” or “rough-casting”). And the gram- 
marian published by Cramer (Anecd. Paris. 1. p. 19) must have meant 
the scene itself when he attributed to Aischylus the zpockjua roi 
dioreylas. Hence Vitruvius (v. 6) speaks of the proscenit pulpitum, 
and Suetonius (Nero, ec. 12, 26) of the proscenii fasiigium and pars 
proscenti superior. 

4 Suidas s. v.: 7d mpd Tis oKnvis Tapaméracua. Duris, ap. Athen. 
XIL. p. 536 A: éypddeto em) rod mpooknviov ex) Tijs oikouuevns dxXovmEVOS. 
Id. x1. p. 527, et Harpocrat. s. v. Ndvyiov: mpockhviov éxadcito 7 
Ndvyviov, bt. mpdowrdy Te aortetov elxe kal expijto xpuciois Ka inatios 
moduTéAeat, exdidoa dé Hv aicxpotatn. Cf. Synesius, p. 128 ©. 

5 Pollux, tv. § 109: émdére wey avt) TeTdptov broxpitov Séor TWe 
ToY XopevTav ecimeiv ev Gd, mapackivioy Kadeitar TO Tpayya, ws ey 
*Ayapeuvovs Aioxvaou, 


GREEK PLAYS IN GENERAL. 267 


apartments which they contained, and the doors or openings 
by which the chorus entered the orchestra. Modern 
writers on the subject, with the exception of C. O. Miiller 
aud Sommerbrodt,’ have allowed themselves to be misled by 
the confused descriptions of the grammarians, who suppose 
that the parascenia were entrances to the stage rather 
than to the orchestra, and buildings behind the scene 
_ itself, and not those behind the lateral projections only.? 
That the rapackjvia were separate from the scene and 
beside it, is clear from the form of the word,? from 
the definition given by Theophrastus,t and from the 
phraseology of Aristeides.6 And that the doors from them 
led to the orchestra and not to the stage, and were used by 
the chorus and not by the actors, is proved by the passage 
in Demosthenes, where he charges Meidias with barricading 
and nailing up the zapackya;® in order, as Ulpian 
justly remarks, that the chorus might be obliged to go 
round by the outer entrance, instead of passing at once 
through the zapodes to the orchestra.’ 


? Miller (Handb. d. Arch. § 289, 5) understands the wapackjva as 
the versure procurrentes ; and Sommerbrodt (de sch. re Scen. p. 23) 
says distinctly: ‘“ Demosthenis etate zapackjvia edificia fuisse in 
utroque scenz latere exstructa, per que chorus posset in orchestram 
intrare.” 

2 See the passages quoted by Meineke, Fragm. Com. Gr. Vol. tv. 
Epimetrum vit. pp. 722 sqq.; Schénborn, Scene d. Hellenen, pp. 98, 99- 

* This may be inferred from the proper sense of the preposition zrapd, 
which we also find in the word mdpodos, and with a like signification. 
For the actors were said ecio:éva:, and their entrances were called 
elcodo.; but the entrance of the chorus was a rdpodos (Jul. Poll. rv. 
108: kal 7 pév elcodos Tob xopod mdpodos KaAdciTal, 7 dE KaTa xpeiay 
Ziodos, ws maAW cioidyTwY METAOTAGLS: H SE per avThy eloodos éEmi- 
mapodos: 7 € TeAcla eod0s podos), and Ulpian calls the rapackhia 
—tas éml tis oxnvijs (not em thy oxnvny) cicddouvs, which indicates 
that they were not on the stage, but only towards the stage (Donalds. 
Gr. Gr. 483). 

* Harpocrat. s. v.: eome mapacihvia KarcicOa, ds 6 Oedppacros év 
elkcoT®@ vouwv droonuaive, 6 wep) Thy oKyVY amodederyyévos Témos Tas 
év Toy Gyava Tapackevais. 6 Se Aldumos Tas Exatépwhey THs dpxhotpas 
eigddous ottw onal KaAcio bat. 

> IL. p. 397, 3: ob THY oK ny Oavpdlwy TA TapacKhvia yridow Kad TovS 
Adyous adels erhpets TA Tapapbéeypata olTw wbphw Tod vduov Baiveis. 

® Mid. p. 520, 18: 7% mapackhyia ppdttwv, mpoonray. 

7 Schol.ad Dem. Tom. 1x. p. 547, Dind.: tovtecotw amoppdttwy tas 
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The izooxjvov has generally been understood as indicat- 
ing the front of the stage itself, and the chambers below 
the stage.! This opinion has been derived from the words 
of Pollux.2 But if this had been the case, the name would 
surely have been izoNoyeiov, not irocxynor, and the analogy of 
éxurxyviov, which denotes the third story of the scene, when 
there was one, would lead at once to the conclusion that 
Srockyviov must denote the lower story of the scene itself. 
Besides Pollux is here speaking of the scene, for he imme- 
diately afterwards mentions the three doors ; and, as he says 
that the irockyjvov was adorned with columns and images, 
he could hardly have been speaking of the temporary sub- 
structure of the Aoyetov. In the monuments which repre- 
sent the Aoyeioy during the performance of a piece, it seems 
to be ornamented with candelabra and fillets of wool, or 
such other decorations as might be painted on the wood 
(see Fig. 8). That the lower part of the scene itself was 
adorned with images and columns we know from Vitruvius 
and from the inscription at Patara.* It is also clear that 





ém) THs cKnvijs eicddous, va 6 Xopds avarynadnra: mepievar 51a THS EEwOov 
eicddovu, kal otw Bpadivoytos ekelvov cuuPalyn KatayeAaoOa Toy Anuo- 
cévnv. Kolster supposes that Meidias nailed up the periacti, and 
barricaded what remained of the space after the withdrawal of the 
height of the right-angled triangle in the circle, ie. a quarter of the 
diameter (Sophokleische Studien, p. 37). This presumes, with Overbeck 
(Pompeii, pp. 119—130), that the periacti were the versure of Vi- 
truvius. But he says distinctly, v. 7, after having mentioned the 
three middle doors: “secundum autem ea (i.e. hospitalia) (sunt) spatia 
ad ornatus comparata (quz loca Greeci wepiderovs vocant ;” and then 
follows an explanation of the zreplakvo:), ‘secundum ea loca versure 
sunt procurrentes, que efficiens una a foro, altera a peregre aditus in 
scenam.” From which it is quite clear that the versure were the 
mopackhvia and not the meplaxra. 

1 This view is taken by Sommerbrodt, de Asch. re Scen. p. 253 
Geppert, Aligr. Biihne, p. 100; Strack, Altgr. Theat. p. 4; Streglitz, 
Beitr. zur Gesch. d. Bank. 1. p. 178; Genelli, Theat. z. Ath. p. 47. 
The right view is taken by Schonborn, p. ror. 

2 rv. § 124: 7d 5 bmocKkhvioy Kloot Kal ayadpartlos KexdounTo mpds Td 
Ogarpov TeTpaymévor, td SE Aoryetov Ketmevor. 

3 Wieseler, Theatergeb. Taf. mm. 18, Ix. 14. 

4 Vitruy. v. 6; Bockh, C. I. No. 4283: viv rov avdpidvtwy Kat 
QyaAmdray avarTacW, 
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Pollux uses ézo with theaccusativeto signify ‘ behind ” rather 
than “under,”? so that i76 Aoyeciov xejuevoy means “ lying 
behind the stage.” And for the same reason we must 
understand a chamber in the lower story of the scene, where 
we read that Asopodorus heard the applause given to one of 
the flute-players, being himself in the trooxjnov,* or that 
Phocion used to walk behind the scene when the audience 
was assembling.? 
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Fig. 3. 


As a general rule the action in a Greek drama was sup- 
posed to take place in the openair. In the earliest and 


lity. § 128: delxvvor ta bed thy oKnvnv ev rais oiklas ardpinra 
mpaxdevta. Of. Schol. Aisch. Lumen. 47: 7% brd thy oxnvjy, “ what 
is going on behind the scene.” 

? Athen, RIV. p. 531 F: dtatpiBwv adrds ev 7H brocknviy. 

* Plutarch, V. Phoc. V.: tov dwxtwrd pact mAnpovpévoy Tod Oedroov 
‘mepimareiy b3d TKNVIV. 
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rudest exhibitions the hero came forth from a wooden tent 
or hut (x7) to the stage before it, which was originally 
and properly termed “ the space before the tent ” (zpooxnnor), 
and there narrated his adventures or conversed with the 
chorus. This condition was imposed on the dramatist in 
the most perfect state of his art, and all the dialogue, in 
the regular development of an ancient play, is supposed to 
be carried on in some place more or less public. It might, 
however, be necessary to display to the eyes of the spec- 
tators some action which belonged to the interior, or had 
just taken place behind the scene. For example, in the 
Agamemnon of AEschylus, the chorus on hearing the death- 
ery of the king proposes to rush in at once, and bring the 
matter to the proof while the sword is still wet (vy. 1318). 
And immediately afterwards we see Clytemnestra standing 
where she had slain her husband (vy. 1346). This change of 
scene to the interior was not effected as it is with us, and 
as other changes of scene were effected by the Greeks, 
namely, by substituting 
a fresh pictorial back- 
ground, but by pushing 
forward the chamber itself 
to the stage. Had they 
merely removed the cur- 
tain and shown a recess, 
such as seems to have been 
constructed in the smaller 
Roman theatres,! the in- 
terior would haye ap- 
peared dark in comparison with the daylight of the stage, 
and the spectators in the great theatres, especially those 
seated at the side, could not have seen what was going on. 
To obviate this difficulty, Adschylus? contrived a moveable 
chamber, corresponding to the size of the door in the scene 
which was opened to exhibit the interior, and this chamber, 








Fig. 4. 


1 This recess is clearly indicated in the remains of the theatre at 
Pompeii, as given in the subjoined illustration (Fig. 4). 

? Cramer, Anecd. Paris. 1. p. 19: ef mtv bh mayta tis AioxtaAw 
BotvrAeTar Ta wept tiv oknviy cbphuata mpooveuew, exxukAhuata xar 
WeEpiakTous Kal unxavas, ekdoTpas Te Kal mpooKhuia Kal dioreylas. 


GREEK PLAYS IN GENERAL. 271 


according as it was merely pushed out or rolled out on 
wheels, was called the e&éorpa or éxkixAnyo.! These words 
are often used as synonyms.* But as the word éédéo7pa, in 
its military sense, denoted one of those boarding-bridges, 
which were thrust forth from the besiegers’ tower to the 
battlements of the enemy,? and as the same word in later 
Greek denoted a balcony projecting from the upper story 
of a house,* it may be inferred that, as distinguished from 
the éxkvkrAnua, the e&sorpa was generally used in those 
cases when the interior of an upper chamber was exhibited. 
Jt may, however, have been used also on the level of the 
stage, when a complete development of the interior was not 
required. With regard to the éxx’xAnpa in particular, it 
is clear from the description in the grammarians, that it was 
a machine which moved on wheels,® and which might be 
rolled out through any one of the three principal doors on 
the stage, according to the interior which it was intended 
to display.° It is said to have been lofty, i.e. as high as 
the doorway through which it moved, and to have had a 
seat upon it, in order, of course, that the actor, who was 
thus produced, might ride safely during the evolution.’ It 
was probably a semicircular stage, the diameter being 
equal to the breadth of the door through which it moved, 


1 The most complete essay on these contrivances is that by ©. O. 
Miiller, Ersch u. Gruber’s Encyclop. s. v. Ekkyklema, Kleine Schriften, 
I. p. 524. 

P Pallas, Iv. § 122: thy 8 ekdbotpay Tadrdy TS exxuKAHuaTL voul- 
€ovow. Hesych.: e&éorpa em tis oxhyns 7d éxxtbeAnua.  Schol. 
Aristoph. Thesm. 276: iepby be?rat, Schol. Ravenn. ibid.: éxxuede?rac 
em) 7d Géw TH Ocopopédpioy. 

3 Vegetius, de re Militari, 1. 21. 

4 @-Etdotpa et “Etworns, Moeniorum Projectio.” Vide Ducange and 
Schleusner. 

5 Schol. Aristoph. Acharn. 415: éxxdcAnua Aéyerar unxdvnua EbAwvov 
tpoxous @xov, Schol. Clem. Alex. p. 11, Potter: ékxt«Anua éexddouy 
oKedds TL bmdTpoXoY exTds THS TkNVAS, 08 UTpEepouévov ddKEL Ta ~ow 
Ta tw havepa ylyvec@a, 

§ Pollux, Iv. § 128: xp7) TodTo voctcba Ka Exdorny Obpay, ofoved Kae? 
ExdoTny oiKlav. 

7 Id. ibid.: nal 7d pev exntdKanua em) EvAwy SWnddv Balpdv, & enl- 
Kerra Opdvos’ Selevus SE —& bad orvhv év tais oikiois amddbnru 
moax0ey~a. 
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i.e. about sixteen feet in the case of the middle door, and it 
moved on hinges like that door, to which for the moment 
it corresponded. From various allusions, in which the 
action of the éxxvxAnya or éédortpa is metaphorically applied 
to the revelation or unveiling of those things which gene- 
rally are or ought to be hidden behind a curtain,! it may be 
inferred that the -zaparéracwa or hanging scene was 
always removed before this evolution was performed. The 
change of scene to the interior was supposed to affect the 
chorus as well as the actors, as we see from the passage in 
the Agamemnon, to which reference has already been made.* 

With regard to the exterior, the changes of scene were 
effected, as we have already mentioned, by the zepiaxroc 
(scil. @¥por) or revolving doors in the form of a triangular 
prism, which stood before the side doors on the stage, and by 
turning round on a pivot (m, m), not only indicated the 
different regions supposed to lie in the neighbourhood of 
the scene, but were also made use of as machines for 
introducing suddenly sea and river-gods, and other incidental 


1 Cicero, de Provinctis Consularibus, 6, § 14: “quibuscum jam in 
exostra heluatur, antea post siparium solebat.” Polyb. x1. 16, 18: rs 
tixns domep emitndes “emt thy ekéotpay avaBiBaLovaons Thy buerépay 
ayvoiy. Clem. Alex. Protrept. p. 11, Potter: thy yonretay Thy eyke- 
Kpumpevny avtots olov em oxnvas Tod Biov Tots THs aAnOelas ExKUKAHOW 
Oeatats. Id. Strom. VIL. p. 886: ov yap exkukAcivy xph Td puvoThpioy. 
Cf. Asch. Agam. 1145: 6 xpnopds ovKeT’ ex KaAvumdTov ota de- 
dopkés, where we have the same thought, with a different allusion. 

2 The Scholiast on Aristophanes, Nubes, 218, where Socrates is 
introduced as sitting or walking (225: depoBarw) on a KpeudOpa, or 
shelf, says in explanation: mapeyxicAnua’ det yap Kpeutioba Tov 
Swxparny em) kpeudOpas nabyuwevoy Kal Tovroy eicedAOdyTa Kal Seacduevov 
aitoy otTw mudécba, Kpeudbpa Sé A€yeTat, Sid Td OVTWS adTHY Gel pe- 
Téwpov elvat Kpe“auevny. viv mévTot TA mepitTevovTa [OWa] eis adThy 
eidOapev arorl@ec Ga: (i.e. such as cheeses and other stores). And on 
Vv. 132, on the words add’ odx) Kértw Thy Oipay, he remarks: todro dé 
mapeykuKAnua’ Set yap avrdy edOery kal Kdar Thy Odpay TOD SwKpdrovs. 
From these passages it is concluded, and reasonably, as we think, by 
Schénborn (Scene der Hellenen, p. 347), that the mapeyxdcAnua was a 
practicable projection at the side of the stage. In a secondary appli- 
cation it meant anything inserted in a play, as a mimic gesticulation 
between the speeches (Schol. Nub, 18, 22). or a person arbitrarily in- 
troduced (Heliodorus, Athiop. p. 265, 5: €repov eylyvero mapeyKUKAnna 
Tod Spdmatos  XaplxAcia). But it cannot have denoted a simple 
éxkvxAnua, a8 Miller contends (Kleine Schriften, 1. p. 538). 
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apparitions. As the right-hand 8pdyos represented the 
country road, and the left-hand that which led to the city, 
the changes of scene effected by the revolutions of the 
right-hand zepiaxros were distant views painted in per- 
spective ; while those on the left were pictures of single 
objects supposed to be close at hand. The scenery, which 
was regularly placed before the main scene, was apparently 
painted on canvas, the framework being of solid wood. In 
the Gidipus Coloneus, the grove of the Eumenides was thus 
represented, and perhaps some evergreens were actually 
placed on the stage. If the 
scene had to be changed, 
which was rarely the case 
in Tragedy, the operation 
was concealed by a cur- 
tain (atAaia), which was 
drawn up through a slit 
between the stage and 
the scene, and not, like 
ours, allowed to drop from | 
above. This receptacle for 
the curtain and the cy- 
linder, round which it was rolled, is plainly seen in the 











Fig. 5. 


1 The following are authorities respecting the meptaxro.. Vitruv. 
v. 7: “secundum ea spatia ad ornatus comparata (que loca Greci 
mepiaxtovs dicunt) ab eo, quod machine sunt in iis locis, versatiles 
trigonos habentes.” Jul. Pollux, rv. 126: map’ éxdrepa 5& tay dbo 
Oupav tay nept Thy weonv, HAAG duo clev Gy, ula ExarépwOev, apds as 
ai mepiakro. ouurenfyaow: 7 pev Setia Ta ELw wéAews SyAodoa, | F 
apiorepe. T&% Ek TOAEwS* pdALoTA TH EK Ayuévos* Ka) Oeods TE OadraTTlous 
emaye kal mav boa emaxOeotepa bvTa 7 unXavh pépew aduvater ei SE 
ématpedorev ai mepiaxtor 7 Setid wev awelBer Térov aupdrepar 5& xdpay 
imadAatrovet, ém) Thy oKnVHY 51a KALudKwY avaBalvovor, From the use 
of the periacti as side-scenes, it seems most probable that they were 
not let into the wall (for it is rpbs ds, not mpbds afs or év ais), and from 
the analogy between the employments of the repiaxros and the unxavt, 
which was placed in the left wdpodos, it may be inferred that these 
triangular prisms stood as represented in the plan, between the side- 
entrances to the stage and the orchestra. Kolster suggests (Sopho- 
Kleische Studien, Pref. p. viii) that the axis of the cylinder was fixed in 
the lintel and threshold of the side-door, so that the apex of the 
triangle stood within the wall. This would have prevented the 
audience from seeing the whole of the side-scene. 


T 
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small theatre at Pompeii, as represented in the annexed 
illustration. This difference between the ancient practice 
and our own must be remembered by the student, who 
would understand such passages as the following (Ovid, 
Metamorphoses, 111. 111—114): 


“Sic, ubi tolluntur festis aulea theatris, 
Surgere signa solent, primumque ostendere vultum, 
Cetera paullatim, placidoque educta tenore 
Tota patent, imoque pedes in margine ponunt.” 


Here the reference is to the drawing up of the curtain at 
the end of an act, when the figures which were embroidered 
on it (Virgil, Georg. 111. 25), were gradually displayed to 
the audience, the head rising first, just as the armed men 
rose from the ground when Cadmus sowed the serpent’s 
teeth. Conversely, Horace says (2 Epist. 1. 189): 


“Quattuor aut plures aulea premuntur in horas, 
Dum fugiunt equitum turmez peditumque caterve:” 


that is, the curtain was down, as the play was going on for 
four hours or more, while the spectacle, as in one of Mr. 
Charles Kean’s revivals, went on as an episode in the play. 

Scene-painting (oxyvoypadia, oxiaypadia) in the days 
of Agatharcus became a distinct and highly-cultivated 
branch of art. When the scene exhibited its most usual 
representation,—that of a house,—the altar of Apollo 
Agyieus was invariably placed on the stage near the main 
entrance. There are many allusions to this both in 
Tragedy and Comedy. 

The theatre at Athens was well supplied with machinery 
calculated to produce startling effects. Besides the periactt, 
which were used occasionally to introduce a sea-deity on 
his fish-tailed steed, or a river-god with his urn, there was 
the @eodoyetov, a platform surrounded by clouds, and 
suspended from the top of the central scene, whence the 
deities conversed with the actors or chorus. Sometimes 
they were introducec near the left purodos, close to the 
periactos, by means uf a crane turning on a pivot, which 


1 See e.g. Aischyl. Agam, 1051, 6. 
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was called the pyxavy.t The yépavos was a contrivance for 
snatching up an actor from the stage and raising him to the 
Ocodoyeiov; and by the aiwpar, an arrangement of ropes 
and pullies, Bellerophon or Trygzeus could fly across the 
stage. 

‘Then there was the Bpovretov, a contrivance for imitatin 
the sound of thunder. It seems to have consisted of bladders 
full of pebbles, which were rolled over sheets of copper laid 
out in the imooxyvua. Again, the appearance of lightning 
was produced by means of a periactos or triangular prism of 
mirrors placed in the @eoAoyeiov. This was called the 
Kepavvookxoretov. It may be inferred too that either the 
orchestra or the stage was occasionally supposed to repre- 
sent water. Thus in the Frogs, Bacchus rows either on or 
in front of the Acyetov to the melodious croakings of the 
chorus which swims around his boat. 

From the enormous size of the theatre at Athens, which 
is said to have contained 30,000 spectators,? it became 
necessary to employ the principles of acoustics to a con- 
siderable extent. All round the xotAoy were placed bell- 
shaped vessels of bronze, called 7 eta, placed in an inverted 
position, and resting on pedestals, which received and dis- 
tributed the vibrations of sound. 

The influence of the situation and peculiar construction 
of the Greek theatre upon the imagination of the dramatist 
has been fully shown by an accomplished scholar who visited 
Athens some years since.? 

Our conceptions of the manner of representation also 
depend upon the twofold division of the Attic drama. We 
must recollect the military origin of the chorus,* its employ- 
ment in the worship of Bacchus,® the successive adoption of 
the lyre and the flute as accompaniments,® the nature of 


1 Jul. Poll. rv. 128: 4 pnxavh 5& Geods Selxvuct Kal “Hpwas Tovs ev 
Gépt, BeAAepopdvtas, 7) Mepoeis' kal Keita kata Thy apiorépay 
mapodov wumep thy oxnvyy rd tos. Hence the phrase Deus ex 
Machina. 

2 Plato, Sympos. 175 E. See, however, Wordsworth’s Athens and 
Attica, pp. 92 8qq. 

3 See Wordsworth’s Athens and Attica, pp. 94 foll. 

4 Above, pp. 27 foll. 5 Above, p. 37. 

* Above, p. 36. 

bie 
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the cyclic chorus,! and the improvements of Stesichorus,? in 
order to understand fully the peculiar and otherwise 
unaccountable evolutions of the dramatic chorus. We 
must remember also that the actor was originally a rhapsode 
who succeeded the Exarchus of the Dithyramb,’ that he 
was the representative of the poet,* who was the original 
Exarchus, that he acted in a huge theatre at a great 
distance from the spectators, and that he often had to 
sustain more than one part in the same piece; all this we 
must recollect, if we would not confound the functions of 
Polus with those of Macready. 

The first remark with regard to the chorus will explain to 
us the order and manner in which the choreute made their 
entry. The chorus was supposed to be a lochus of soldiers 
in battle array. In the dithyrambic or cyclic chorus of 
fifty, this military arrangement was not practicable; but 
when the original choral elements had become more deeply 
inrooted in the worship of Bacchus, and the three principal 
Apollonian dances were transferred to the worship of that 
god,® the dramatic choruses became like them quadrangular, 
and were arranged in military rank and file.’ The number 
of the tragic chorus for the whole Trilogy appears to have 
been fifty; the comic chorus consisted of twenty-four. 
The chorus of the Tetralogy was broken into four sub- 
choruses, two of fifteen, one of twelve, and a satyric chorus 
of eight, as appears from the distribution in the remaining 
Trilogy. When the chorus of fifteen entered in ranks 
three abreast, it was said to be divided xara €vydé: when it 
was distributed into three files of five, it was said to be xar& 
oroixouvs. The same military origin explains the fact that 
the anapestic metre was generally, if not always, adopted 
for the opening choral song; for this metre was also used 
in the Greek marching songs.? The muster of the chorus 
round the Thymele, shows that the chorus was Bacchie ag 
well as military ; the mixture of lyric and flute music points 


1 Above, p. 38. 2 Above, p. 40, note (1). 
3 Above, p. 66, and elsewhere, 4 Above, p. 65. 

5 Miiller, Humeniden, § 12. & Above, p 28. 

7 Miiller, Humeniden, § 5. 8 Id. zbid. § 1 foll. 


® Id, cbid. § 16. 
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to the same union of two worships;! and in the strophic 
and antistrophic form of most of the choral odes, we discern 
the traces of the choral improvements of Stesichorus. 

Again, with regard to the actor, when we remember that 
he was but the successor of the Exarchus, who in the 
improvements of Thespis spoke a zpdAoyos before the chorus 
came on the stage, and held a pjous, or dialogue, with them 
after they had sung their choral song,* we shall see why 
there was always a soliloquy or a dialogue, in the first 
pieces of the more perfect Tragedies, before the chorus 
came on. ‘The actor’s connexion with the rhapsode is also 
a reason for the narrative character of the speeches and 
dialogues, and for the general absence of the abrupt and 
vehement conversations which are so common in our own 

lays. 
y But, independently of any peculiarities of a literary 
nature, the great size of the theatre,* and the religious 
character of the festival, gave occasion for some very re- 
markable differences between the outward appearance and 
costume of the ancient actors, and those who sustain parts 
in the performances of the modern drama. These differences 
consisted mainly in the two following particulars: (a) the 
tragic actor was always raised on soles of enormous thick- 
ness, which gave additional height to his person, while his 
body and limbs were also stuffed and padded to a corre- 
sponding size, and his head was surmounted by a colossal 
_ mask, suited to the character which he bore; and (0) every 
performer, whatever his character might be, was uniformly 
arrayed in the gay and gaudy attire of the Dionysian 
festival. We will consider these peculiarities separately, 
because they spring from distinct causes; for the thick 
soles and the mask were due to the size of the theatre, and 
the festal dress to the religious nature of the solemnities. 
With regard to both of these peculiarities we have abundant 
authorities in ancient works of art. Masks of every de- 


! Miller, Humeniden, § 18. 2 See above, p. 66, and p. 113. 

8’ The Supplices and Perse of Aischylus, which are the only two 
plays that begin with an anapestic march, were not the first plays of 
the Trilogies to which they belonged. 

4 See Dr. Wordsworth’s Athens and Attica, p. 92. 
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scription are repeated in pictures and sculptures, and 
figures arrayed in the theatrical dress are to be met with 
everywhere. We have also representations of complete 
scenes from the different kinds of dramas, especially, how- 
ever, from Comedies; and, by great good fortune, we have 
rescued from the ruins of time, in all the brightness of the 
original colouring, not only a series of twenty-two pairs of 
figures representing performers in Tragedies, followed by a 
similar pair from a Satyric drama, but also the three actors 
accompanied by the chorus. The former are given in a 
number of hexagonal Mosaics, which were found at Lorium 
in Etruria, where Antoninus Pius was brought up, and where 
he died, and which are now let into the modern Mosaic 
pavement of an octagonal room of the Pio-Clementine 
Museum at Rome called the Saloon of the Muses. The 
latter representation was discovered in a grotto, on one 
side of the Necropolis of Cyrene, the four walls of which 
are covered with well-preserved paintings representing the 
dramatic and other entertainments, which the deceased had 
exhibited in his lifetime, or which had been given on 
oceasion of his funeral.2 By the aid of these ancient 
authorities we can describe the attire of a Greek actor as 
accurately as if we were detailing the costume of a performer 
on the modern stage. 

We shall first discuss (a) those peculiarities of the 
_ theatrical costume, which were designed to increase the 
stature of the actor, and to give greater distinctness to his 
features when seen from a distance, and then (0) illustrate 
the festal attire in which he walked the stage. 

(a) The thick-soled boot, worn by hunters and others, 
who had to walk over rough and tangled ground, was 


i This mosaic is fully described by Millin, Description d’une Mo- 
saique Antique du Musée Pio-Clémentine a Rome représentant des 
Scénes de Tragédies, Paris, 1829. See also Miiller, Gétt. Gel. Anz. 
1831, pp. 1234 sqq.; Wieseler, Theatergeb. pp. 48 sqq. Some speci- 
mens of the figures are given in the accompanying plate, p. 281. 

2 See J. R. Pacho, Relation d'un Voyage dans la Marmorique, la 
Cyrénaique, &c. Paris, 1827, Pl. xurx. and 1, ef, Miiller, Handbuch d. 
Arch. § 425, 2; Creuzer, Deutsch. Schrift. zur Archéol. Vol. U1. 499; 
Wieseler, Theatergeb. pp. 99 sqq. The figures are given in plate, 
p. 278. 
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called the cothurnus (xé@opvos), and does not appear to 
have been different from the dpBvAy or pero. At least 
Agamemnon, who enters the orchestra in a mule-car, has 
his dpBvAa taken off before he mounts the stage by the 
moppupsctpwros zdpos, laid for him by Clytemnestra,} 
and Hippolytus is said to have stept into his chariot all 
booted as he was (atratow dpBvAuow).2 The adoption 
of this form of boot was not primarily occasioned by the 
necessity of giving the actor a more elevated stature. The 
incident mentioned by Herodotus? shows that the cothurnus 
was an effeminate chaussure, and it is clear that it 
formed a part of the costume of the worshippers 
of Bacchus, who imitated the half-womanly cha- 
racter of their divinity. The upper leather was 
highly ornamented* and laced down the front, but 
the thickness of the sole seems to have required 
that for ordinary purposes the buskin should not 
fit closely to the foot,® so that the name xdopvos 
was adopted as a designation of Theramenes, who 
was regarded as a turn-coat or trimmer in politics.® 
But although the ordinary xé@opvos or dpBvAn had a very 
thick sole against which stones and other obstacles struck 
with a ringing sound as the passenger stumped along the 
road,’ it bore no comparison in this respect to the tragic 





1 Asch. Agam. 917: 
GAN’ ef Soke? cor TADM smal tis apBirAas 
Avot Tdxos mpddovAoy EuBacw odds. 

* Earip. Hippol. 1188: 
podprre: 5& xepoly vias am a&yrvyos, 
avtaicw apBiAucw apudcas mdédas. 


31.125. Hence Aristoph. Ran. 47: ri «d0opvos Kal pémadrov tuyna- 
Gérny;: 

4 See Fig. 6; and compare Fig. 15, p. 291. 

5 See the story of Alemzon, who made his cothurni, like the 
jackboots of Hudibras, serve as an additional pocket for his gold. 
Herod. vi. 125. 

§ Xen. Hell. 1. 3, § 31: G0ev Sqwov Kal KoGopvos eminarcira’ Kal yap 
6 Ké@opvos apudrrew pev Tots wooly auporépois SoKxe?, amoBAere: B ex” 
&updstepov. 

7 Theecrit. viz. 25, 26: 

@s Tev tool vetoooucvo1o 
maca los wratoica mor apBvAidecow aeidet. 
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buskins. Their enormous and extravagant height may be 
seen in the accompanying figure of the Tragic Muse, and 
is singularly shown in the two monuments which are our 
principal authorities for the costume of the Greek drama. 
In the Pio-Clementine Mosaic, as Millin well remarks,! the 
figures seem at first sight to have no 
feet, but resemble the marionettes 
which are worked from below. On 
a closer examination, however, we 
observe that the feet of the actors 
are covered by their long robes, and 
that we only see the high soles on 
which they are elevated. For in one 
of the figures (No. rv, see the ac- 
companying plate, p. 281), where 
a woman in a state of great agita- 
tion is rushing in to announce some 
dreadful intelligence, one of her feet 






EX NY || is lifted from the stage, so that we 
= | \ Nj] see the bottom of the sole: and in 
: Sa\\ Ul HII | two others (also given in the accom- 
Saas \ | S panying plate), the toe of.the buskin 

EN 


8 SEY projects beyond the bottom of the 
(4 _sC——_"~ robe. In the Cyrenaic picture the 

three figures of the actors are raised 
Fiz. 7 ‘on little pedestals, if Pacho’s copy 
is correctly drawn, and Miller has 
supposed” that the picture represents statues of actors 
and not the actors themselves, a supposition which is set 
aside by the whole composition. There can be little doubt 
that these basements merely depict the soles of their 
buskins, the square space in the middle being perhaps 
intended to indicate the divisions between the two soles in 
each case.2 In a painting on a wall at Pompeii* the 

1 Pp. 16: “On diroit qu’ils n’ont pas de pieds; ils ont l’air de ces 
marionettes que l’on promene a travers les fentes des planches d’un 
theatre, et dont les fils qui les font mouvoir sont dessous, au lieu 
d’étre dessus.” 

2 Handb. d. Arch. § 425, 2. 

3 This is Wieseler’s opinion, Theatergeb. p. 100. 

* Gell, Pompeii, Vol. u. Pl, uxxy. 
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peculiar shape of the soles conveyed to Sir W. Gell the 
idea that the figures were Scythian Hippopode! but a 
more exact copy, which has subsequently been made by 
Wieseler,} shows that the figures merely wear a sort of 
sabot or wooden shoe. That these soles of the cothurnus, 
which seem to have been called éuBdéra: or euBara,” were 
made of wood, probably of some very light wood, if not 
occasionally of cork, is distinctly stated by the Scholiast 
on Lucian ;? and the Pio-Clementine Mosaic shows us that 
they were generally painted so as to harmonize with the 
robe of the actor. On account both of its connection with 
the Dionysiac attire, and of its special use in giving height 
and dignity to the tragic actor, the cothurnus was an emblem 
of Tragedy, as the soccus was of Comedy ;* the Tragic Muse 
is equipped with this clumsy buskin ;° and the word itself is 
used by the Latin poet as a synonym for tragedia.® 

In addition to the cothurnus, and the padded figure,’ the 
tragedian was increased to a colossal stature by his mask 
(xpocwr7eiov), which not only represented a set of features. 
much larger than those of any ordinary man, but was 
raised to a great height above the brow by a sort of elevated 
frontlet or foretop (dyxos, superficies),® rising in the shape 
of the letter A,° which formed the frame of a tire or periwig. 


1 Wieseler, Theatergeb. p. 51, and Taf. a, No. 23. 
2 See Valckenaer, Ammon. p. 49. 
3 Ad Jov. Trag. p. 13: euBatas pév Ta EVA & BdAArAovow bxd Tods. 
xédas ot Tpaywdol, iva paya@or warpdrepot. 
* Horace, Ars Poetica, 80: 
“Hune socct cepere pedem grandesque cothurnt.” 


5 Wieseler, Theatergeb. p. 52, Taf. 1x.2. See Fig. 7, p. 284. 
5 Horace, 2 Carm. 1. 13: 
“grande munus 
Cecropio repetes cothurno.” 
Virgil, Eclog. vut. 10: 
“Sola Sophocleo tua carmina digna cothurno.” 

7 Lucian, Jupiter Tragedus, 1. 44; de Gymnas. 23; de Saltat. 
T27- 
- The word dykos (cf. &yx1, &yKos, &yxupa, &c.) refers to the curve at. 
the top; the Latin superficies, which also means a roof, indicates that 
it was over the face. 

® Pollux, rv. § 133: AaBdocidés TH oXHMaTI. 
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(znvixn, evaxy),: attached to the mask. When this 
head-piece was fitted on, there was only one outlet for the 
voice, sometimes represented as a square, but more gene- 
rally as a round opening (0s rotundum),? so that the voice 





might be said to sound through it—hence the Latin name 
for a mask (persona a personando) ;° hence also the strong 
expressions (SopPav, rep BouBv) used by the grammarians 
in speaking of the voice of the tragic actor. As the holes 
for the eyes must have been opposite to those of the actor, 
the mouth would fall below his chin, and some contrivance 
must have been adopted, after the manner of a speaking- 
trumpet, to produce this striking effect. The persona muta, 
or dumb actor, was furnished with a mask in which the lips 


1 Hence devaxiev, “to deceive.” See Hemsterhuis on Julius Pollux, 
Xe Qos 

2 The mouth is square in the figures on the Pio-Clementine Mosaic, 
Nos. 1, 3, 4,5, Plates. m1.1v. The size of the mouth is alluded to 
by Persius, v. 3: “fabula seu meesto ponatur hianda trageedo;” and 
Juvenal, mt. 175: “persone pallentis hiatum.”’ 

3 Gabius Bassus, apud Aul. Gell. v. 7. Barth derives the word 
from epi caua, Voss trom mpécwmov, Doderlein from rapacatvw, Mr. 
Talbot from Persephone, and an English theologian from wep:(avor ! 
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were closed, as in the accompanying illustration from a 
painting at Pompeii. 

The greatest possible care was bestowed on the 
fabrication of masks; and the manufacturer of 
stage costume got his name from this part of the 
actor’s equipment.! It is not certainly known 
of what material the mask was composed. The 
dyxos in the Cyrenaic picture seems, in the cage 
of all the three actors, to be a metal plate, and it Fig. 1o. 
is not improbable that this connexion of the mask 
and wig, on which they both depended, was of some stiff and 
solid substance. Botticher has supposed,” on the strength of 
a passage in Lucretius,’ that the masks were made of clay ; 
but a mask of terra cotta would have been much too heavy, 
and it is more reasonable to infer that the poet refers to the 
coating of chalk with which the surface was overlaid in order 
to receive the colouring, or perhaps to the colours themselves.* 
The lighter the mask the more convenient it would be for 
the performer, and though the description in Lucretius 
seems to be inconsistent with Millin’s conjecture that it 
was made of cork,® there is no reason why it should not 
have been moulded from the bark of some other tree® 
moistened in water, and then modelled in a bust. The 
oscilla, or heads of Bacchus, which were imitations of the 





? Pollux, Iv. 115: wal cxev) wey  TGv bmoKpirav otoAh (4H 8 arth 
Kol Twpatiov EkaAciTO), TkEVOTOLYS DE 6 TpoTwroTolds, 

2 Funemaske, p. 12. 

3 IV. 296 sqq.: 

“Ut si quis, prius arida quam sit 
Cretea persona, adlidat pileve trabive, 
Atque ea continuo rectam si fronte figuram 
Servet, et elisam retro sese exprimat ipsa, 
Fiet ita, ante oculos fuerit qui dexter, ut idem 
Nunc sit levus, et e lavo sit mutua dexter.” 

It is quite clear from this that the mask was made of some substance 
fitted by maceration for receiving an impression and capable of being 
turned inside out, which would hardly be possible with a clay mould. 

4 As in Petronius: 

“Dum sumit creteam faciem Sestoria, cretam 
Perdidit illa simul, perdidit et faciem.” 

5 Deser. d’un Mos. p. 6. 

* Virgil, Georg. 11. 387: 

“Oraque corticibus sumunt horrenda cavatis.” 
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tragic mask, and which were suspended from the pine-trees 
near a vineyard,! in order that the district might become 
fruitful, whereon the face of the god was directed by the 
wind,? were most probably made of bronze or copper; for 
the lighter substance would not have stood the effects of the 
weather. One of the oscilla preserved in the British 
Museum is of marble, and has a ring on the top, for the 
purpose of suspension. The masks 
in the Pio-Clementine Mosaic are 
mostly of a swarthy colour ; those 
in the Cyrenaic picture are quite 
natural; and it is probable that 
a resemblance to nature was 
preserved, though of course the 
colours were strongly pronounced 
and exaggerated. It is obvious, 
as Miiller says,? that the masks: 
were sometimes changed between 
the acts, and that a difference 
of complexion was introduced to 
mark the change in the condition 
of the character, as when (idipus 
or Polymnestor returns to the stage after the loss of his 
eyes. The masks of female characters were furnished with 
the dyxos, as in the figure of the tragic Muse (Fig. 7), in 
the parody of the Antigone (Fig. 17), and in the Pompeian 
picture already cited,® but the features were less exag- 





BG, ack, 


1 Virgil, Georg. 0. 339: 
“QOscilla ex alta suspendunt mollia pinu.” 
2 Id, ibid. 390: 
“Hine omnis largo pubescit vinea fetu 
Complentur vallesque cave saltusque pro- 
fundi, 
Et quocunque Deus circum caput egit ho- 
nestum.” 
Creuzer supposes (Symbol. rv. 93) that this. 
practice referred to the purifying influence of 
the wind, indicated by the worship of Bacchus 
Lichnites, 3 Hist. of Gr. Int. 1. p. 395. 
4 These were called éxoxeva mpédowma, Pollux, 
iv. § 141. 
5 Gell, Pompeii, Vol. u. Pl. uxxv., of which the annexed is a copy, 
as far as concerns the female head in question, 
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gerated, and they had sometimes caps of a peculiar colour, 
with hanging ribands kept down by a knob or tassel of 
gilded metal called poickos, i.e., “a little pomegranate.”! 
There was a different kind of mask’ for almost every 
character. Julius Pollux divides the tragic masks alone 
into twenty-six classes :* and while he informs us that the 
comic masks were much more numerous,’ he specifies only 
four kinds of satyric masks, two portraying satyrs with grey 
hair or a long beard, and two representing Sileni, as 
youthful or aged respectively.* The last of these is de- 
picted in the Pio-Clementine Mosaic, as a_bald-headed, 
‘grey-bearded mask, crowned with ivy (Pl. v. No. vit.), and 
the last group on that mosaic (Pl. xxvii.) represents the 
Silenus in full costume, bald-headed and crowned with ivy, 
though dressed in the tragic robe like the other figures. 
The accompanying groups (Fig. 12, 13, 14) show the tragic, 
comic, and satyric masks in contrast with one another. 





(6) It has been already remarked that the dress of the 
tragic actors was derived from the gay festal costume of the 


1 Millin, Mosaique, Pl. v. No. vur.; Monum. Antig. ined. 11. 249, 

2 tv. § 133 sqq. 

3 Jul. Poll. rv. §§ 143—154. 4 Id. § 142. 
U 
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worshippers of Bacchus. The performers, says Miiller,} 
wore “long striped garments reaching to the ground (xurGves 
rodipes, oToAai) over which were thrown upper robes 
{iudria, xAapvoes) of purple or some other brilliant colour, 
with all sorts of gay trimmings and gold ornaments, the 





ordinary dress of Bacchie festal processions and choral 
dances. Nor was the Hercules of the stage represented as 
the sturdy athletic hero, whose huge limbs were only con- 
cealed by a lion’s hide; he appeared in the rich and gaudy 
dress we have described, to which his distinctive attributes, 
the club and the bow, were merely added.” 

The accompanying illustration (Fig. 15) contaims all the 
elements of this Dionysiac costume.” It represents an actor 
dressed in the character of Bacchus. He does not wear the 
mask with its lofty fore-top, but he is shod with the cothurnus, 
which has the usual high sole, and the upper leather, which 


1 Miiller, Hist. Lit. Gr. 1. p. 296. For the details and minutie of 
the Greek theatrical costume, see also Miiller’s Humeniden, § 32; 
Schon, De Personarum in Euripidis Bacchabus Habitu scenico Com- 
mentatio, Lips. 1831; and Millin’s Description of the Pio-Clementine 
Mosaic. On the different styles of dress adopted by the different 
characters, see Jul. Pollux, Iv. 18, and for examples, compare the 
Introduction to the Antigone, pp. Xxxii sqq. 

? It is taken from Buonarroti, Osservazioni sopra aleuwnt Medagli 
Antichi, p. 447; Bellori, Pictur. Ant. Crypt. Rom. 'T. xvy.; Panofka, 
Cabinet de Pourtales-Gorgier, Pl. xxxyiu. 
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is visible, is adorned with the most elaborate lacing. He 
wears on his head a chaplet of ivy. The mutilated staff in 
his hand is undoubtedly a fragment of the thyrsus.! Over 
a syrma, with sleeves reaching to his wrists, he wears the 
usual upper robe of Bacchus fastened by a girdle. The 
long garland of flowers, which hangs round his neck, is one 
of the regular Bacchic adornments. By his left side isa 
statuette, unfortunately mutilated, which probably represents 





Fig. 15. 


Melpomene; and the female figure, also imperfect, to which 
he turns his head, is probably a representation of Victory, 
who is about to place a crown on the head of the successful 
actor.?_ On the other side is a boy playing the érwé«ov, and 
probably the same as the performer who accompanied him 
on the stage. The curtain in the background seems to 


? Pollux, rv. 117: 6 5& kpoxwrds iudtiov’ Aidvucos 5& aiTS expiro Kad 
parxarioript avOivy Kal dipow, 
? Miller, Handb. d. Arch. § 425, 2. 
vu 2 


292 ON THE REPRESENTATION OF 


indicate that the actor is receiving this public recognition as 
ne sits enthroned on the proscenium. 

As the general costume of the tragic performers was thus 
fixed by the conventions of the Bacchic festival, the discri- 
mination of the character represented depended on the 
expression of the mask, on certain adjuncts, and partly on 
the colour of the dress. It was only Euripides who ventured 
to allow his tragic heroes to appear in rags, and he incurred 
by this departure from Bacchic magnificence, the keenest 
ridicule of his comic contemporaries. The other dramatists 
contrived that every character should be consistent with the 
dignity and splendour of the festal occasion, with which the 
exhibition was connected. The adjuncts, which marked the 
different characters, were very simple, and might be 
recognized at once. Of the attributes of Hercules we have 
already spoken. He has both the club and the bow in the 
Pio-Clementine Mosaic (No. 1, Pl. p. 281), 
but the club alone in the same Mosaic 
(Millin, Pl. vir. Wieseler, No. 3), in the 
Cyrenaic picture, and in the following 
iliustration from a bas-relief in the Villa 
Albani. Mercury has simply a caduceus 
in the Pio-Clementine Mosaic (Millin, Pl. 
x.) and in the Cyrenaic picture. The 
figure in the act of shooting with a bow 
and arrow at a man bearing an unsheathed 
poignard (No. 111, Pl. p. 281) probably 
represents Hercules in the act of slaying 
Lycus.1. The royal tragic costume is 
marked by the long sceptre borne in 
the left hand,? and by a sword with its 
pons? at the end of the scabbard (No. 11, Pl. p. 281), It 





1 The drawn dagger indicates the murderous purpose of the person 
about to be slain. See Eurip. Herc. F’. 735 sqq. 
2 Ovid, Amorum, UI. I, II sqq.: 
“Venit et ingenti violenta Tragcedia passu: 
Fronte com torva; palla jacebat humi; 
Leva manus sceptrum late regale tenebat; 
Lydius alta pedum vincla cothurnus erat.” 


3 Herod. m1, 64. 
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is difficult to say what is the distinguishing object in some of 
the figures in the Mosaic," but the first is obviously a young 
female figure with a torch? in each hand; and may fairly 
be identified with the Cassandra of the Troades. In one 
group (Millin, Pl. xxv. Wieseler, vitr. 3) a figure is intro- 
duced bearing a branch of olive as a suppliant, and it is not 
improbable, as Millin has suggested (p. 28), that the scene 
represented is that in the Supplices of Euripides, when 
Adrastus appeals to Aithra the mother of Theseus. In the 
picture from Pompeii, to which reference has been already 
made (Wieseler, vii. 12), a heroine bearing a child in 
swaddling clothes, is addressing a female domestic, who 





carries a water-jug in her right hand. That Antigone, both 
in the prologue and when she is brought before Creon, 
carries in her hand the prochus or pitcher, with which she 
poured forth the triple libations round the dead body of her 


1 In No. v, Pl. p. 281, the male figure seems to carry in his left 
hand the red sheath of the dagger which he bears in his right; and 
the female figure, who is bending her knee in the act of supplication, 
is perhaps Clytemnestra, at the moment when Orestes threatens her 
with death. 

2 Vv. 308 sqq.: 

wvexe, Tapexe, Pas Pepe TEBw, PACH, 
idov, idov 
Aapmact Té8° fepdr. 
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brother,! is most probable in itself, and is confirmed by a 
ludicrous parody of the latter scene, in which an old and 
bald-headed man, dressed up as Antigone, and bearing an 
exaggerated hydria, pulls off his female mask at the moment 
when Creon is about to sentence the supposed culprit to 
death? (See Fig. 17.) With regard to the colours of the 
tragic dress, the three figures in the Cyrenaic painting are 
. mainly attired in blue and yellow. The protagonist, who 
represents Hercules, has his garments elaborately orna- 
mented, the Mercury has his blue robe adorned with rings 
of gold and sprigs of olive, and the third figure, besides the 
admixture of blue and yellow in his dress, has some pink 
figures embroidered on it. They have all girdles in which 
pink is the prevailing colour. Both the female characters. 
in the scene with the child év ozapydvos have garments of 
a bluish-green.* There is more variety in the colours on the 
Pio-Clementine mosaic, but most of them have transversal 
bars of purple or gold (called faBdor wapudatt) on the 
sleeves and bodies of their upper garments. This band 
sometimes appears also as the ze¢is® or lower border of the 
chiton. In one of the groups, where a tyrant. with threatening 
mien, is addressing a prisoner, who stands before him with 
drooping head and his hands bound behind his back, the 
former has a bright red dress without any stripes, bound round 
his waist with a golden girdle.® The attire of mourning, when 
the character was represented as suffering under some 
special calamity, was for a woman a black gown with a pale 


1 Introduction to the Antigone, p. XXXII. 

2 Gerhard, Ant. Bildwerke, Taf. uxximt.; Panofka, Annali dell’ Inst. 
Arch. Vol. x1x. pp. 216 sqq.; Welcker, Gerhard’s Arch. Ztg. N. F, 1846, 
pp- 333 sqq.; Wieseler, T’heatergeb. p. 55, Pl. 1x. No. 7 

3 Wieseler, Theatergeb. p. 52: “ Beide Personen haben einen blau- 
griinlichen Chiton.” 

4 Pollux, vit. § 53: ai wevtor ev Tots xiTHoL Moppupat paBdor mapuvpar 
kadodyra. Hesych. rapugdy 7.€v Te xiTaML TopHupa. 

5 Pollux, vil. § 62: &a 5¢ 7d eEwrdtw Tod XiTavOs ExaTrépwOev,—ai St 
mapa Tas bas mapupal KadovyTa wéeCar kad meCldes. 

6 Like the philosopher Lysias, who being elected crowned priest of 
Hercules, became é& iuarlov tipayvos, i. e. as soon as he laid aside his. 
ordinary upper garment and assumed the tragic chlamys; for he is. 
described as mop pupoty mév merdAcuKoy xiTava evdeduKes, XAauVSa SE 
epeotplda mepiBeBAnmevos moAvTeA7 (Athenzus, V. p. 215, B, C). 
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green or quince-yellow upper robe, and for aman, if he was 
an exile, soiled white robes, or generally garments of black 
or dark brown, or quince-yellow, or with a shade of olive- 
green.” The black or at least a very dark robe is plainly 
seen in the Mosaic (No. vi, Pl. p. 281), and the pale 
green upper robe in the figure, which Mercury is con- 
ducting to the grave (Pl. x. Wieseler, viz. 5). Pollux 
mentions especially a net-like woollen robe (éypyvov) as worn 
by Teiresias and other soothsayers,* and a bulging robe 
(xéA7wpa) as worn by kings over their variegated under- 
dress,* which from the word used must have been confined by 
the girdle,® and may have been the projec- 
tions before the breast and the stomach men- 
tioned by Lucian. The upper garment was 
not properly an ijcrvov thrown over the left 
shoulder and brought back under the right 
arm according to the 7 émi défia dvaBody, 
but a sort of yAapts; ehamris, épeotpis, or 
énuxoprapa fastened with a clasp on the 
shoulder like a soldier’s cloak or wrapper. 
The general name for it was ém/BAnya, and 
the clasp on the shoulder was one of its 
special marks.’ There are many allusions 
in the classical Tragedies to this feature 
in the dramatic attire. When an actor 
divests himself of his upper garment he is 
said to throw off his clasped robe.® It is with the tongues 





1 Pollux, Iv. § 118: THs ev ovppopa 6 mév ouptds meAas, Td dE 
éxlBAnua yAavrdy 7) unAwor. 

2 § 117: of © ey dvoruxtas bytes 7 AcvKa Svomw7 ElxXov, mdAtoTa of 
puyddes, 2 baie 7) wédAava | whawa 7) yAaveuwa. 

3 § 116: 7) 8 jv wAeyua e& Eplwy SinTva@des wep) wiv Td cTHua, O 
Teipectas emeBdAAETO H Tis HAAOS payTis. 

* Ibid.: néAmwpa 6 trep Ta moikiAa évedéduvTo of *Atpets Kal of 
"Ayameuvoves Kal 6001 ToOLOUTOL. 

> As in the epithet Ba@dxoAmos. 

& De Saltat.27: €@ A€éyew mpoortepridia Kal mpoyactpiéia. The whole of 
Lucian’s description of the tragic actor is worth reading by the student. 

7 Athenzeus, XII. p. 535 E: 6 6¢ SikeAlas tipayvos Atovicwos Evorida 
Kal Xpucouv atéedavov ert mepdyn peteAduBave Tpayikdv. 

8 Enrip. Here. F. 959: yuprdy capa Gels moprayarwy. Electr. 820: 
pilas am huey ebtpen7 woprapara, 


~- 
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of the buckles from his wife’s dress that Gidipus puts out 
his own eyes,! and with the same instrument Hecuba and 
her attendants blind Polymnestor.” 

The dress of the chorus was in accordance with the 
personages represented; and although it was different in 
kind from that of the actors, the choragus took care that it 
was equally splendid. But as the actors represented heroic 
characters, whereas the chorus was merely a deputation 
from the people at large, and in fact stood much nearer to 
the audience, the mask was omitted, and while the actors 
wore the cothurnus, the chorus appeared either bare-footed 
as in the Cyrenaic picture, or in their usual sandals. 

The comic actors for the same reason were content with 
the soccus or thin-soled buskin (Fig. 19, 20), and their 





mask had no éykos (Fig. 21, 22); but the zpoowzoros made- 
up for the lack of this exaggeration by an extravagant ugliness 
in the features of most of the characters, which set nature 
completely at defiance.? In the Old Comedy, as Pollux tells. 


1 Sophocles, @d. T. 1269. 
2 Eurip. Hee. 1170: 
éuayv yap duuaror 
mépmas AaBodoat Tas TaAaimapous Kdpas 
KevTovolv, aludooovow. 
3 The most accessible specimen of the old comic costume is furnished 
by the puppet “Punch.” It has not been noticed that his name, as 
well as his form, may be traced to a classical origin. “Punch” and 
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us,' the mask was for the most part a caricature of the 
person represented; but in the New Comedy there was a 
regular mask for every conventional 
character, the old man in particular 
having no less than ten types of coun- 
tenance.” There is a superabundance 
of monuments representing the scenes 
of the New Comedy. Indeed, there is 
an illustrated manuscript of Terence,® 
which is probably at least as old as 
the sixth century, and may have been 
copied from one still more ancient, and 
statues, reliefs, and paintings exhibit 
the comic actors of the later stage in 
every character and in all varieties of 
posture. In a marble bas-relief, sup- 
posed to represent the second scene of the fifth act of 
Terence’s Andria,* an angry master, who is about to commit 
his slave to the tender mercies of a lorarius, is pacified by a 
friend of similar age. The figure of the supposed Simo is. 
given in the annexed illustration. 

The slave is always distinguished by a singular deformity 
in the mouth. The sitting figure, which is here subjoined,. 
is frequently repeated in ancient statues,> and exhibits the: 





“Punchinello” are corruptions of the Italian Pulcino and Pulcinello, 
which are representatives of the contemptuous diminutive pulchellus. 
This epithet may be applied to little figures (Cic. Fam. vir. 23), and 
our own phrase “ pretty Poll,” addressed to the parrot, may show how 
easily such a troxdpicua may be suggested by the pleasure which 
results from petty imitations. In the same way, the Greeks called the 
ape KaAdds, or kadAlas (Bockh ad Pind. P. 1. v. 72), and it is not 
improbable that the same or a similar epithet was given to the masked 
and padded actors in the pantomimic shows of ancient Greece and 
Italy. 

‘ a § 143: Ta 5 KwpiKd Tpdcwna, TH Mev THS TaAaas Kwuwdias ws 
7d TOAY Tols TMpocemois ov ekwupdouy ameaceTo 7 emt Td yeAoldTEpoy 
eoXNMATLOTO, 2 Pollux, rv. §§ 143 sqq. 

5 See Wieseler, Theatergeb. pp. 63 sqq. Taf. x. Nos. 2—7, from a MS. 
in the Vatican at Rome; No. 8, from a MS. in the Ambrosian Library 
at Milan. 

4 Mus. Borb. Vol. rv. T. xxtv.; Wieseler, Taf. x1. No. 1. 

5 See Wieseler, Theaterg. 'Vaf. x1. Nos. 8, 9, 10, 11, and Taf. xu. No. 
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peculiarity of the slave’s mask, to which we refer. From 
the ring on the finger of one of 
the repetitions of this comic 
character, and from the crown 
on his head, it is inferred that 
he represents a drunken slave, 
probably in the AaxriAuos of 
Menander, or in the Condalium 
of Plautus,! which was bor- 
rowed from it; and this in- 
ference is strengthened by the 
appearance of a similar figure 
in a scene represented on 
a terra-cotta relief, which is 
found in two private col- 
lections at Rome. Here a 
bearded figure, in an attitude 
like that in the above illus- 
tration, is seated on an altar, 
and two other figures, re- 
sembling the conventional old 
man of the New Comedy, 
appear to have been in angry 
altercation with him. It is 
; natural then to conclude that 
Fig. 24- we have some such scene as 
that in the Mostellaria (vy. 1. 45): 





























Ego interim hine aram occupabo, 
and (y. 54): 


Sic tamen hine consilium dedero; nimio plus sapio sedens; 
Tum consilia firmiora sunt de divinis locis. 


5. The accompanying figure (24) is in the British Museum, and 
is engraved in Anc. Marb. in the Br. Mus. Part x. Pl. xu. 

1 Varro, L. L. vu. § 77. Accius says it was not written by Plautus, 
A. Gell. N. A. m1. 3. The condaliwm seems to have been a kind of 
ring peculiar to slaves, Plaut. Trin. tv. 3, 7. The word is derived 
from xdvdvaAos, 
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And the ring, ifit does not refer to the Condalium, on which 
the play of Menander turned, may have been stolen like 
that in the Curculio of Plautus (ii. 3.81). 

Ofthe dresses in the Old Comedy we have no monumental 
illustrations,? but the allusions in Aristophanes tell us how 
extravagant they must have been, and in what unrestrained 
obscenity the poet and his patronsindulged. The numerous 
scenes from the New Comedy, which are still preserved in 
ancient works of art, show that though the language became 
more reserved and better regulated, the eyes of the audience 
were not treated with much respect. The actors often wore 
harlequinade dresses, with trousers fitting close to the leg, 
‘and with protuberances and indecent appendages, indicating 
clearly enough the phallic origin of Greek Comedy. 

The most interesting examples of the costume of Comedy 
are furnished by two pictures representing scenes of a very 
similar character, one of which has been referred to a @dvaé 
tpaytkds, or tragic foolery of Rhinthon*; and the other to 
the Althea of Theopompus, a poet of the Middle Comedy? ; 
In the former of these, Jupiter, attended by Mercury, is 
about to climb to the chamber of Alemena, who is looking 
out of a window in full dress as an Hetera.6 Jupiter, who 


1 This interpretation is due to Visconti, Mus. Pio-Clem. Tom. m1. 
Pp. 37. 
? The representation of the first scene of the Frogs of Aristophanes, 
on a painted vase (Gerhard, 


Denkm. n. Forsch. 1849, Taf. ST See eS ose 
ur. No. :; Wieseler, Theater wey Ig & 
geb. A, 25), is hardly an ex- ‘ Se 


ception, for it does not cor- 
respond to the text, and is 
obyiously a later produc- 
tion. 

$ Winckelmann, Monwm. 
inéd. P. 1. No. 190; Miiller, 
Denkmdler d. alt. Kunst, 11. 
Pl. ut. No. 49; Wieseler, 
Taf. rx. 11. 

* Panofka, Cab. Pourtalés, Pl. x.; Wieseler, Taf. rx. 12. 

5 She wears an ornamented cap or pirpa, which is referred to this 
character by Pollux, tv. § 154: 7 5€ didpetpos (éTulpa) ultpa moikiAn 
Tiv Kepadny katelAnmTa. Cf. Servius ad Verg. An. Iv. 216; Juvenal, 
Sat. 111. 66: “ite quibus grata est picta lupa barbara mitra,” 
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has a bearded mask with a modius on his head like Serapis,. 
is bearing a ladder, with his head between the steps. 
Mercury has his caduceus in his left hand, and bears a lamp: 
in his right. He is also distinguished by his petasos and his 
chlamys. All the details of the picture point to cireum- 
stances of common occurrence in Greek comedies, with whom 
the poryos Zevs was a favourite character.1 The ladder is 
expressly mentioned by Xenarchus, a poet of the Middle 
Comedy,” and the window which in correct drawing should 
be at a much greater height from the ground, represents the 
opening in the upper story of the stage from which the 
hetera was frequently represented as looking down upon her 
lover.2 It is worthy of remark that both Jupiter and Mer- 
cury are represented as bare-footed. In the other picture, 
which probably represents a similar nocturnal visit paid 
by Bacchus to Althza in the Comedy of Theopompus,* a 
female dressed like the Alemena of the other scene, is 
looking out of a window, while a comic figure with mask, 
socci, and other appendages, is climbing the ladder to reach 
her. He wears a chaplet on his head, and while he presents 
Althea with “the apples of Dionysus,’ ® i.e. quinces, as an 
offering of love, he carries in his other hand a red band for 
her hair. His bare-footed attendant has in his left handa 
flambeau and a crown of myrtle, and in his right a little box 
(xadioxos), containing some present for the lady. Althea was 
the wife of @neus, and the chaplets of vine-leaves, which 
adorn the wall of the house, are very appropriate to his name 


1 Bergk, de Relig. Com. Att. p. 287. 

2 Meineke, m1. p. 617: mw) KAluaka oTnoduevoy cio Bivor AdOpa. 

3 Pollux, Iv. § 130: év 3€ Kwppdia amd tis dicteylas mopvdBockot. 
at Karomrevouct 7 ypadia 7) yivaa kataBAérer. Cf. Vitruv. v. 6, 9. 

4 This Comedy is cited by Athen. x1. p. 501 F; Pollux, 1x. § 180. 
That Bacchus used to go as comast or reveller to the house of Althea. 
is known from Eurip. Cyclops, 37 sqq.: 

Hav KpdTos oikwrldwr 
Spmoios buiv viv te XHTE Baxxlw 
Kaépos ouvaomlCoytes “AAOaias Sdémous 
mpoonr aodats BapBirwy cavdovmevor ; 

5 Theocr. Il. 120: paAa pey ey xddrroict Arwrdooo puddcowy. IIL. 
10: Avide Tor Seka mara. Pepw. 


6 Miiller, Handb. d. Arch. § 340, 4. 
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as the man of the vineyard. The colours of the picture 
are an interesting featurein the costume. The crowns on 
the heads of the figures are white.t The cwyudriov of the 
man on the ladder is a brownish-red, his sleeves and leggings 
are of a bright brown. The other man is dressed entirely 
in yellow, and this is the colour of the robe in the picture, 
which represents a comic performer in the act of being 
masked and dressed by Bacchus.*_ The soccus as a general 
rule seems to have been yellow.’ 

The choruses of Aristophanes were arrayed in fantastic 
costumes more or less expressive of the allegorical caricature 
which they represented. Thus the Birds had masks with 
huge open beaks, and the Wasps flitted about the orchestra 

rotruding enormous stings. 

That the dresses of the actors in the satyrical drama did 
not differ in kind from those of the performers of the chief 
parts in the Tragedies, which they followed, is an obvious 
inference, and the fact is established by the last group in the 
Pio-Clementine Mosaic, which represents an actor accom- 
panied by one of the chorus of satyrs, seen at a distance or 
in a diminutive form. There is also a painting on a vase in 
the Museo Borbonico at Naples,* which gives us not only 
the three actors in a satyrical drama, but a chorus of eleven, 
two musicians, one playing on the flute, the other a citharist, 
and the leader of the chorus, who is called Demetrius. In 
the midst Bacchus is reclining on a bed, with Kora-Ariadne 
in his arms; and the Muse, with a mask in her hand, is 
sitting at the end of the bed, attended by Himeros. Of the 
three actors, one is attired in the full tragic costume; 
another, who represents Hercules, has a highly decorated 
tunic, which, however, is shorter than the usual syrma; the 
third actor, who represents Silenus, has a closely-fitting, 
hairy dress, and bears a panther’s skin on his left shoulder. 
The choreutz, with the exception of one who is handsomely 


1 This was the proper colour for a loving serenader; Theocr. 1, 121: 
xpatt © exwy AevKav, ‘“Hpakdéos icpdy Epvos. 

2 Mus. Borbon. Vol. 11. Tay. tv.; Wieseler, Taf. x. 1. 

3 Miller, Handb. d. Arch. § 388, 2. 

* Monum. ined. dell’ Inst. di Corrisp. Arch. Vol. 1. T. xx; 
Wieseler, Taf. v1. No. 2, p. 47. 
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dressed, and another, who has ornamented drawers, like our 
mountebanks,! have goat-skins about their loins with phallic 
appendages, but are otherwise naked. The same fashion of 
dressing the choreuts in nothing except shaggy aprons is 
observable in a very beautiful Mosaic found at Pompeii, a 
copy of which is subjoined.? This picture introduces us to 





the xopryyov or didacKaAcov, which was probably in one of 
the parascenia or green-rooms of the theatre,? just as the 


1 These drawers are worn by the satyric choreute on Tischbein’s 
yase (Wieseler, v1. 3), and by the satyric citharist on Laborde’s vase 
(Wieseler, vi. 5). 

2 Gell, Pompeii, New Series, Vol. 1. Pl. xiv.; Mus. Borbon. Vol. 1. 
T. uv1.; Wieseler, Taf. v1. 1. The accompanying engraving (Fig. 26), 
which is taken from the Museo Borbonico, is not quite accurate ; 
for there are only two masks before the teacher, the third being on the 
table behind him. 

3 Pollux, Iv. § 106: xopiyiov 6 rémos ov 7 mapacKevy Tod xopov. CF. 
1x. §§ 41, 42. Bekk. Anecd. 72, 17: xopnyctov: 6 témos Evba 6 
xopnyds Tobs Te Xopo’s Kal Tos broKpitas cvvdyov ocuvexpédte, We 
learn from Antiphon (de Choreut. § 11, p. 143) that the d:dacKadrciov 
was sometimes in the choragus’ own house: mp@rov pev didacKkadciov 7 
Fy emirnderdtatov THs euns oixlas Kareckevaca. But we are disposed to 


agree with Magnin (Revue d, d. Mond. 'T, xxii. p. 257): “quelque fat 
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chorodidascalus is giving the last instructions to the choreute 
and actors, before the commencement of the satyric drama 
for which they are dressing. Seated on a chair he is 
addressing one of the two choreutze before him, and ap- 
parently teaching him how to manage his hands. One of 
these choreutz has not yet put on his mask, the other has 
raised it that he may the better observe his teacher. As 
the roll of paper, which the chorodidascalus holds in his 
left hand, is folded up, we infer that he has already gone 
through the text of the play. Near the centre of the 
picture we have a flute player tuning his double flute. He 
is probably the xopavAys, who accom- 
panied the chorus, and this name was 
inscribed on the base of the statue (Fig. 
27) found on the Appian way. This in- 
strumental performer is crowned with 
green and yellow leaves, and his long 
gown is white, with bluestripes running 
from the top to the bottom. Over his 
breast and shoulders and down to his 
lips he has a trimming of violet with 
reddish crosses or stars. This trimming 
is probably the 6y@o.fot mentioned by 
Photius. By the side of the flute-player 
one of the actors is advancing probably to take the mask, 
which the teacher is raising with his right hand. Another 
actor, who has already received his mask which lies beside 
him on the table, is fitting on his chiton with the aid of a 
servant. The mask of the Silen, which lies at the foot of 
the teacher, indicates a third part; and unless we suppose 
that this part is to be undertaken by one of the two actors 
already present, we must conclude that, as only two of the 
choreute are still in the room, the third actor has not yet 
made his appearance. The gowns of both the actors are bright 





Wailleurs le lieu ot Yon commencat des exercices, on les terminait au 
théatre, dans une pitce des parascenia ou du postscenium appelée 
xXopuryetoy.” 

1 P, 366, 5, Porson: "Ox@o1Bovs: T& Admata ects SE wepl 7d oTHOos 
TOU XiTavos GAoupyes Tmpdcpauua. 
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blue with stripes of some different colour, which is not very 
distinct. The red mantle, which is thrown over the chair 
with gilded legs immediately to the right of the chorodi- 
dascalus, is, no doubt, intended to form part of the costume 
of one of the actors. The wall of the apartment is adorned 
with Ionian pilasters, between which are suspended gar- 
lands and tenie. The latter are perhaps indications of 
success in the dramatic competition. 

This examination of the details of the costume in the three 
great classes of the ancient drama will suffice to show how 
entirely conventional and unreal the performance of a 
Greek play must have been when contrasted with our 
modern notions. It is of course an open question, whether 
it is more in accordance with the principles of dramatic 
art to 

“let gorgeous Tragedy 
In sceptred pall come sweeping by,” 


according to a fixed system of representation, or to ransack 
the stores of illuminated missals, monumental brasses, and 
even Assyrian monuments, in order to put on the stage an 
exact resemblance of the times to be exhibited: whether it 
is better to let Comedy revel in the grotesque exaggerations 
of our pantomimes, or to place on the stage a carpeted boudoir 
with all the details of modern comfort. lt is at least 
certain that the present method of putting plays on the 
stage, which seems to have reached its ultimate development 
under the management of Mr. Macready and Mr. Charles 
Kean, is quite a modern innovation. It began with Le 
Kain and Talma in France, and has been fully perfected in 
this country under the Kembles. But Shakspere was 
content to apologize for disgracing the name of Agincourt 


“ With four or five most vile and ragged foils, 
Right ill-disposed in brawl ridiculous.” 


Garrick played ancient Romans in bag-wigs and ruffles ; 
until the last few years Falstaff fought at Shrewsbury 
with a highlander’s target, and a white coat with red and 
gold facings of the time of George the First; and it was at 
the beginning of the present century that the French per- 
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former, who was arrayed for the first time in an approxi- 
mation to the classic costume of Agamemnon, demanded of 
Talma, with much indignation, where he was expected to 
carry his snuff-box. 

Aristotle, or the grammarian by whom his treatise on 
Poetry has been interpolated, informs us? that every Greek 
Tragedy admitted of the following subdivisions ; the prologue, 
the episodes, the exode, which applied to the performances 
of the actors, and the parodus and stasima, which belonged 
to the chorus. The songs from the stage (7a dd oxyrjs) 
and the dirges (xoyot) are peculiar to some Tragedies only. 
Besides these, it seems that there was occasionally a dancing 
song or canzonet of a peculiar nature.” The proper en- 
trance of the chorus was from the parascenia by one of the 
parodi (nte). The parodus was the song which the cho- 
reute sang as they moved, probably in different parties, 
along these side entrances of the orchestra.2 It was gene- 
rally either interspersed with anapests, as is the case in the 
Antigone; or preceded by a long anapestic march, as in the 
case of the Supplices and Agamemnon. Sometimes this ana- 
pestic march was followed by asystem of the cognate* Ionics 
aminore. This we find in the Perse. In some Tragedies 
there was no parodus, but the opening of the play found the 
chorus already assembled on the Thymele, and prepared 
to sing the first stasimon. Such is the case in the Gidipus 
Tyrannus. It seems probable that they then entered by the . 
passage under the seats (rbh). The stasima were always 
sung by the chorus when it was either stationary or moving 
on the same limited surface around the altar of Bacchus, and 
with its front to the stage. The places of the choreutx 
were marked by lines on the stage (duaypdupara). The two 
circles round the altar, indicated in the plan, give the maxi- 
mum and minimum range of their evolutions. -When those 
evolutions amounted to a dance,® it was of the nature of the 
emmeleia, which, as we have seen, was a staid and solemn 
form of the gymnopedic gesticulations. The satyric chorus 
danced the rapid pyrrhic, or some form derived from it, and 

1 Chap. xm. below, Part 1. 2 Introd. to Antigone, p. Xxxi. 

3 Ibid. p. xxx. * Donaldson’s Gr. Gr. art. 650, p. 620. 


®Bockh, Antigone, pp. 280 sqq. 
x 
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we may infer that it involved a great deal of tramping back- 
wards and forwards, with high steps and lively movements 
of the hands, like the morris-dance in England, or the 
tarantella in Italy. Although the cordaz, derived from the 
hyporcheme, was the original form of dance adopted by the 
phallic comus, it was so ‘grossly indecent, that Aristophanes 
claims credit for its omission in The Clouds.) The comic 
chorus sang its parodus and its stasima in the same manner as 
the tragic; but they were, as pieces of poetry, much less 
elaborate, and generally much shorter. The main per- 
formance of the chorus in Comedy was the parabasis. It 
was an address to the audience in the middle of the play 
and was the most immediate representative of the old 
trochaic or anapeestic address by the leader of the phallic song, 
for which the personal lampoons of Archilochus furnished the 
model, and to which the Old Comedy of Athens was mainly 
indebted for its origin. This parabasis, or “countermarch,” 
was so called, because the chorus which had previously stood 
facing the stage, and on the other side of the central altar 
wheeled about and made a movement towards the ‘spectators, 
who were then addressed by the corypheus in a short 
system of anapests or trochees, called the xoyydérov, and 
this was followed by a long anapestic system, termed 
mviyos (“suffocation”), or paxpdv (“long”), from the effort 
which its delivery imposed upon the reciter. In the extant 
remains of Greek lyric poetry, those parts of the epinikia 
of Pindar, which allude to the professional rivalries and 
literary pretensions of the poet, are the nearest approxi- 
mations to this function of the choral comus. The para- 
basis is often followed by a lyrical song in honour of some 
divinity, and this by a short system, properly of sixteen 
trochaic tetrameters, which is called the epirrhema or 
“supplement.” The French would term it Jenvoi. It 
contains some joking addition to the main purport of the 
parabasis. Thelyric poem generally consisted of strophe 
and antistrophe; and the epirrhema had its antepirrhema. 
These divisions confirm the supposition that the lyric poem 
was derived from the mutual Ao.dopia: of the phallic singers, 


2 See vv. 537 8qq. 
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and the epirrhema from the interchange of ribaldry in which 
the comus indulged. 

There were regularly never more than three actors (éo- 
pital, dywviorai), who, as we have seen, were designated as 
respectively the first, second, and third actor (rpwtaywnc- 
TYS, SevTepaywvioTys, Tpitaywvorys'). The third actor in 
Tragedy was first added by Sophocles ;? and it is said that 
Cratinus was the first to make this addition in Comedy.® 
Any number of mutes might appear on the stage. If 
children were introduced as speaking or singing on the 
stage, the part was undertaken by one of the chorus, who 
stood behind the scene, and it was therefore called a zapa- 
oxyviov, from his position, or tapaxopyynya, from its being 
something beyond the proper functions of the chorus.4 It 
has been concluded® that a fourth actor was indispensable to 
the proper performance of the Cidipus Coloneus. But we 
cannot admit that this Imnovation was necessary in the par- 
ticular case,° and in all others it is tolerably easy to see how 
all the parts might have been sustained without inconve- 
nience by three actors. The protagonist regularly undertook 
the character in which the interest of the piece was thought 
to centre; and it was so arranged that he could also give 
those narratives of what was supposed to have taken place off 
thestage, which constituted to the last the most epic portion 
of the Tragedy, and which probably, in the days of 'Thespis 
and Phrynichus, comprised all the chief efforts of the original 
rhapsode or exarchus.’ By a great stroke of comic humour 


1 Above, pp. 59, 245. 

2 Above, p. 136. 3 Anonym. de Comedia, p. Xxxii. 

* Pollux, ry. § 109, says that it was tapackivioy if one of the chorus 
said anything in a song instead of a fourth actor (above, p. 266), but 
Tapaxopnynua ei TéeTapTos broKpiTHs Te Tapapbeyéaito; and he cites the 
Agamemnon of Aischylus for the former, and the Memnon of the same 
poet for the latter. See C. F. Hermann, Disput. de Distribut. Per- 
sonarum in Trag. Grecis, Marburg, 1840, pp. 39, 40, 64, 66. 

5 By Miiller, Hist. Lit. Gr. 1. p. 305. 

° The difficulty raised by Miiller, namely, that the part of Theseus 
must haye been divided between two actors, if there were only three 
in all, does not seem to be a very formidable one. The mask and the 
uniformity of tragic declamation would make it as easy for two actors 
to represent one part, as for one actor to sustain several characters. 

7 Tntroduction to the Antzg. p, xx. 

eae 
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Aristophanes makes Agoracritus, the hero of The Knights, 
appear as the narrator of his own adventures,’ an office which 
a tragedian would have assigned to some messenger from the 
scene of action. The deuteragonist and tritagonist seem to 
have divided the other characters between them, less according 
to any fixed rule than in obedience to the directions of the 
poet, who was guided by the exigencies of his play. The 
actors took rank according to their merits, and the trit- 
agonist was always considered as inferior to the other 
two. 

The narrowness and distance of the stage rendered any 
elaborate grouping unadvisable. The arrangement of the 
actors was that of a processional bas-relief? Their move- 
ments were slow, their gesticulations abrupt and angular, 
and their delivery a sort of loud and deep-drawn sing-song, 
which resounded throughout the immense theatre.* They 
probably neglected everything like by-play, and making 
points, which are so effective on the English stage. The 
distance at which the spectators were placed would prevent 
them from seeing those little movements, and hearing those 
low tones which have made the fortune of many a modern 
actor. The mask too precluded all attempts at varied 
expression, and it is probable that nothing more was ex- 
pected from the performer than was looked for from his 
predecessor the rhapsode,—namely, good recitation.® The 


1 vy. 624 sqq. ? Introd. to the Antig. pp. xx sqq. 

3 “As ancient sculpture,” says Miiller (Hist. of Gr. Lit. 1. p. 398), 
“delighted above all things in the long lines of figures which we see 
in the pediments and friezes, and as even the painting of antiquity 
placed single figures in perfect outline near each other, but clear and 
distinct, and rarely so closely grouped as that one intercepted the view 
of another; so also the persons on the stage, the heroes and their 
attendants (who were often numerous) stood in long rows on the long 
and narrow stage.” It is to be remarked, however, that numerous 
retinues, especially if they appeared with horses or chariots, were often 
introduced into the orchestra. 

* This is pretty evident from the epithets, which, as Pollux tells us, 
might be applied to the actor, Iv. 114: etrois 8 &v Baptotovos bimoxKpiths, 
BouBay, mepiBouBav, AnkvOiCwy, Aapvyylwr, papuvyyiCwv, K.7. A. 

5 Professor Blackie, after quoting these words (The Lyrical Dramas 
of “Eschylus translated from the Greek, Lond. 1850, Vol. 1. p. xlvi), 
adds: “These observations, flowing from a realization of the known 
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rhythmical systems of the tragic choruses were very simple, 
and we may conclude that the music to which they were 
set was equally so. The dochmiac metre, which is regu- 
larly found in the xoppof and ra dd oxynvjs, would admit 
of the most inartificial of plaintive melodies. The comic 
choral songs very frequently introduce the easy asynartete 
combinations,’ which were so much used by Archilochus ; 
and we find in Aristophanes a very eurious form of the 
antispastic metre, the invention of which is attributed to 
Eupolis.’ 

We shall conclude with a few observations on the au- 
dience, and on the social position of the actors. For the first 
few years after the commencement of theatrical performances 
no money was paid for admission to them; but after a time 
{probably about the year B.c.501) it was found convenient 
to fix a price for admission, in order to prevent the crowds 
and disturbances occasioned by the gratuitous admission of 
every one who chose to come.* The charge was two obols ;+ 
but lest the poorer classes should be excluded, the entrance 
money was given to any person who might choose to apply 


circumstances of the case, will sufliciently explain to the modern 
reader the extreme stiffness and formality which distinguishes the 
tragic dialogue of the Greeks from that dexterous and various play of 
verbal intercliange which delights us so much in Shakspere and the 
other masters of English tragedy. Every view, in short, that we can 
take, tends to fix our attention on the musical and the religious 
elements, as on the Jife-blood and vital soul of the Hellenic tpaywdia ; 
forces us to the conclusion, that, with a due regard to organic prin- 
ciple, its proper designation is sacred opera, and not tragedy, in the 
modern sense of the werd, at all; and leads us to look on the dramatic 
art altogether in the hands of Adschylus, not as an infant Hercules 
strangling serpents, but as a Titan, like his own Prometheus chained 
to a rock, whom only after many ages a strong Saxon Shakspere could 
unbind.” 

1 Donaldson's Gr. Gr. 666, p. 628. 2 Id. ibid. 677, p. 633. 

3 It is probable that at Athens, as well as Rome, each person 
entitled to admission was furnished with a ticket indicating his place 
in the theatre. A ticket of admission to the Casina of Plautus has 
been found at Pompeii. 

4 This account of the Theoricon is taken from Bockh’s Publ. Econ. 
4. pp. 289 foll. Engl. Tr. 


310 ON THE REPRESENTATION OF 


for it, provided his name was registered in the book of the 
citizens (Anftapyuxoy ypapparetov). The lowest and best seats 
were set apart for the magistrate, and for such persons as had 
acquired or inherited a right to front seats (zpocdpia).1 It 
is probable that those who were entitled to reserved places 
at the theatre had also tickets of admission provided for 
them. Foreigners on the contrary were obliged generally 
to be contented with the back seats.?_ The entrance-money 
was paid to the lessee of the theatre (Geatpavys, PeatporwAys, 
apxirextwv), who defrayed the rent and made the necessary 
repairs out of the proceeds. The distribution of the ad- 
mission-money, or Gewpixdy, as it was called, out of the 
public funds, was set on foot by Pericles, at the suggestion 
of Demonides of Cia; its application was soon extended till 
it became a regular largess from the demagogues to the 
mob at all the great festivals; and well might the patriot 
Demosthenes lift up his voice against a practice which was 
in the end nothing but an instrument in the hands of the 
profligate orators, who pandered to the worst passions of 
the people. The lessee sometimes gave a gratis exhibition, 
in which cases tickets of admission were distributed. An 

citizen might buy tickets for a stranger residing at Athens.* 
We have no doubt that women were admitted to the 
dramatic exhibitions, at least to the Tragedies ;° and boys 


1 See Aristoph. qu. 704; Demosth. Mid. p. 572. 
2 See Alexis ap. Poll. 1x. 44: 
evtav0a mep) THy exxaTny Set KepKida 
Spas KabiCovoas Oewpew, as Eevas. 
> Kal ém) @éay qvina by S€n mopeverOa, ove eGy Tovs viers [AAA’] Fvina 
mpoika apiacww of Oeatpavat. Theophrast. Charact. x1. 4 
“Theophrastus mentions this as one of the marks of amdvoim in a 
person, Kal év Oeduaor 5€ Tobs xaAkobs exréyew, Kad? ExacToy mapidy- 
Kal paxeOat tots To ciuBorov é€povot, Kat mpotka Oewpeivy atiodor. 
Charact. v1. Among the relics from Pompeii and Hereulaneum 
preserved in the Studii at Naples, is an oblong piece of metal about 
three inches in length, and one in breadth, inscribed AicyvaAos. This 
was perhaps the ctuBoadoy of Theophrastus.”’—Former Editor. 
* Kal Eévois 5& aitod Céay ayopdcas, mi) Sods Td uépos, Oewpetv. Theo- 
phrast. Charact. Tx. 
5 Pollux uses the same term @earpta (11. § 56, Iv. § 121), which is 
alone some evidence of the fact. It is stated, however, expressly by 
Plato, Gorgias, 502 p; Legg. 11. 658 D; vil. 817 c; and by Aristoph. 
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as well as men were present at all performances of plays,! 
nor were slaves excluded.’ It seems probable however that 
the women sat by themselves in a particular part of the 
theatre; for in the theatre at Syracuse there are still in- 
scriptions on the nine different xepxides, or compartments, 
from which it would appear that the centre and four 
western compartments (namely those to the left of the 
spectator) were assigned to the men, while the four eastern 
compartments were reserved for the female spectators.° 
The conduct of the audience was much the same as that of 
the spectators at our own theatres, and they seem to have 
had litle scruple in expressing their approbation or dis- 
approbation, as well of the poet* as of the actors. Their 
mode of doing this was sometimes very violent, and even in 
the time of Machon it was customary to pelt a bad per- 
former with stones.® 

The Athenian performers were much esteemed all over 
Greece; they took great pains over their bodily exercises,’ 
and dieted themselves in order to keep their voices clear 
and strong.* Their memory must have been cultivated 
with assiduous care, for they never had the assistance of a 
prompter, like the performers on the modern stage.2 We 


Eccles. 21—23; Satyrus ap. Athen. p. 534. See Bekker’s Charicles, 
PP. 403 sqq. F 

1 For their appearance at tragedies, see the passages of Plato quoted 
in note 3. That they were allowed to see comedies also is clear from 
Aristoph. Nub. 537; Paz, 50, 766; Eupolis ap. Aristot. Eth. Nic. tv. 2. 

2 Plato, Gorg. p. 502. 

3 This is inferred from the female names on the eastern kepxides ; 
see Gottling, iiber die Inschriften im Theater zu Syrakus, Rhein. Mus. 
1834, pp. 103 sqq. 

4 Athenzeus, XII. p. 583 F. 

5 Demosth. De Coroné (p. 345 and 346, Bekker). Comp. Milton’s 
imitation of the passage. (Prose Works, p. 80, in the Apology for 
Smectymnuus.) 

® Athen. VI. p. 245. 7 Cicero, Orat. c. IV. 

8 Plato, Legg. 

®* Hermann (Opuse. v. 304) says: “In theatro troBoreis dictus est, 
qui histrioni verba subjiciebat, quem nos Gallico vocabulo souwffleur 
appellamus. Sic Plutarchus in Pree. ger. resp. 17, p. 813 E: pipetoOat 
Tous Smoxpitds, maéGos mev iioyv Kat Fos Kal dkiwua TE ayG@ve mpooTi- 
béyras, Tod 5E VroBoAéws GkovoyTas, Kal wh mapexBalvovras Tos pubpmovs 
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believe that the protagonist at all events was generally paid 
by the state; in the country exhibitions, however, two 
actors would occasionally pay the wages of their ztputayw- 
vioTys.t The salary was often very high,’ and Polus, who 
generally acted with Tlepolemus in the plays of Sophocles,* 
sometimes earned a talent by two days’ performances.* 
The histrionic profession was not thought to involve any 
degradation. ‘The actors were of necessity free Athenian 
citizens, and by the nature of the case had received a good 
education. The actor was the representative of the drama- 
tist, and often the dramatist himself. Sophocles, who 
sometimes performed in his own plays, was a person of the 
highest consideration; the actor Aristodemus went on an 
embassy,° and many actors took a lead in the public 
assembly. Theodorus, who was a contemporary of Aristo- 
demus, and to whose mastery over his art both Aristotle, 
who had seen him on the stage,’ and later writers, to whom 
his fame had descended,® bear ample testimony, was honoured 
by a monument, which was a conspicuous object on the sacred 
road to Eleusis even in the time of Pausanias.° It is true 
that Demosthenes, among the exaggerated contumelies which 
he heaps on his opponent Aschines, lays a particular 
stress on his connexion with the stage. But it must be 


kal TX pérpa Tis didomevns ekovotas Umd Tey KpaToiyTwy.” But, as 
Bernhardy remarks (Griech. Litterat. u. p. 648), we have here only a 
reference to the @wvdcxos, who kept C. Gracchus within bounds by 
the tone of his instrument (Plut. T7b. Gracchus, c. 2; Aul. Gellius, 
IN GeAL iit, ATi) 

1 Demosth. de Corond, p. 345, Bekker. 

2 See Béckh, Public Econ. Book 1. c. XxI. p. 120, Engl. Tr. 

3 Comp. Aul. Gell. vit. 5, with Schol. Ar, Nub. 1269, 

4 Plutarch, Rhet. Vitex. 

5 Aisch. rep) raparp. p. 347, Bekker. 

5 Demosth. wep) tapamp. p. 377; Bekker, de Corond, p. 281. 

7 See, for example, Rhet. m1. 2, § 4: ofov 7 Ocoddpov pwvh wérovOe 
mpous THY Tay %AAwY UToKpITaY’ 7] MEY yap TOD A€yovTos Eotkev Elvyat" at 
& aAAdrpiat. 

§ It is said that he actually extorted tears from the savage tyrant, 
Alexander of Phere; Ailian, V. H. x1v. 14; ef. Plut. Pelop. 29. 

9 1. 37, § 3: mply 5& 7) SiaBava roy Knoicdy, Ocoddpov pvijud eore 
Tpaywdlay dmToxpwopevov Ta Kal? attoy &piota. 
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remembered that in all this he does not attempt to de- 
preciate the profession itself. He is at great pains to 
indicate not only that Aischines never rose beyond the rank 
of a tpiraywviorys,' and that he was merely the sub- 
ordinate partner of Theodorus and Aristodemus,? just as 
Ischander was the regular devrepaywvicrys of Neoptolemus,’ 
but that he utterly failed even in that humble capacity. 
On one occasion, when Aischines was performing at Collytus 
the part of (Enomaus in the play of Sophocles which bore 

that name, and was pursuing Ischander, who as deuter- 
agonist took the part of Pelops, in the death-race for 
Hippodameia, which was probably represented in the 
orchestra, it is stated the future statesman fell in a very 
unseemly manner, had to be set on his feet again by Sannio, 
the teacher of the chorus, and was hissed off the stage by 
the offended spectators. It is also intimated that at one 
time in his dramatic career, whether before or after this 
mishap does not appear, Aischines was content to be 
tritagonist to ranting actors named Simylus and Socrates, 
in whose company he was so pelted by the audience with 
figs, grapes, and olives, that it was worth his while to collect 
these missiles, and to find some compensation for the wounds 
which he had received in this way by living on the fruits of 
other men’s orchards.? These insulting allusions, which 
were afterwards repeated in part by Demochares, the 
nephew of Demosthenes,® had in all probability little more 
than a foundation on fact.’ But if they were sustained in 


1 De Corona, pp. 270, 11; 297,25; 315, 9. 

2 De Fals. Legat. pp. 418, 420, 2 

3 De Fals. Legat. p. 344, 7: “Ioxavdpov tov NeowroA€uou Seutep- 
aAyovicThy. 

* De Corond, p. 288, 19: dv ev KoAAuT@ mote Oivdpaov KaKas emé- 
TpLYyas. Anonym. Vit. Esch. pp- II 8q.: Anuoxapns onoly *loxdvipov 
Tov Tparywdov TpLTAYyOVLaT HY yev er Oar Tov Aioxivyy kat Urokpwdpevoy 
Oivduaoy didkovTa TiléAowa ainxpas meceiy nal avacriva: vrd Savviwvos 
Tov XopodidackdAov, Apoll, Vit. fHisch. pp. 13 s8q.: Aioxivns tpir- 
BYQVLTT HS eyeveTo Tpaywdiay Kal ev KoAAuT@ Tore Oivduaor vmoxpwd- 
pevos KaTémecer. 

5 De Corona, p. 314,10. The true explanation of this passage is 
that given by Mr. C. R. Kennedy, i in the note to his ee a P. 97. 

® Apud Harpocrat. s. v.”Ioxavidpos. Anonym. Vit. Asch. p. 1 

s The theatrical career of Aischines has been carefully ei by 
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every respect by the dramatic history of Aschines, it is 
clear that they affect cnly his personal reputation as an 
actor, and do not derogate from the general respectability of 
the histrionic art. In some cases, the actors were not only 
recognized by the state, but controlled and directed by 
special enactments. Thus, according to the law brought 
forward by the orator Lycurgus, the actors were obliged to 
compare the acting copies of the plays of the three great 
iragedians, with the authentic manuscripts of their works, 
preserved in the state archives; and it was the duty of the 


public secretary to see that the texts were accurately col- 
lated.? 


Arnold Schaefer, Demosthenes und seine Zeit, 1. pp. 213—226. He 
falls into the old mistake of supposing that schines himself ha- 
bitually imitated the manner of Solon (p. 225, note). More accurate 
scholarship would have led him to notice that Demosthenes uses the 
aorist €u:uoaro, and that an imperfect would have been employed 
had he meant to imply habitual imitation. We have shown elsewhere 
that the statue from Herculaneum represents Solon, and not Aschines 
(‘On the Statue of Solon mentioned by Adschines and Demosthenes,” 
Transactions of the Cambridge Philosophical Society, Vol. x. Part 2). 
On the exaggerations or fabrications of Demosthenes in these attacks 
on Aischines, see Hist. Lit. of Gr. Vol. m1. p. 365. 

1 Vite X. Oratorum, p. 841 D, p. 377 Wyttenb.: as xaAKas eixdyas 
avabeiva: Tov monTtav, AicxtAov, SodoxAcovs, Evpimidov, Kal tas Tpa- 
yedias avtav ev Kows ypawauévous pvddrrev, Kal Toy Tis moAEws 
ypampatéa mapavayiyvécKew Tois vToKpwopevols’ ove ecivar Yap avTas 
TaAAws] droxpiver@at, 


CHAPTER II. 


ON THE REPRESENTATION OF CERTAIN TRAGEDIES AND 
COMEDIES IN PARTICULAR. 


Veteres ineunt proscenia ludi. 
VERGILIUS. 


Havine fully considered all the circumstances connected 
with the representation of a Greek play in general, we must 
now apply the results of this inquiry to an investigation of 
the manner in which these arrangements were practically 
applied in particular cases. And as our space will not 
allow us to examine with sufficient minuteness the details 
which probably attended the exhibition of every extant 
Tragedy and Comedy, it will be desirable to select those 
dramas which furnish the most decisive and distinctive ex- 
amples of the scenic ingenuity of the Greeks. The most 
prominent peculiarity is undoubtedly the complete or partial 
change of the indications of locality. And this is of very 
rare occurrence. In the seven plays of Aschylus there is a 
complete change of scene only in the second and third 
plays of the extant Trilogy; and the left periactos, which, 
as we have seen, indicates the direction of the foreign or 
distant regions from which the visitant is supposed to enter 
the stage, is not turned once in all the remains of the oldest 
dramatist. Sophocles has only one example of a complete 
change of scene, that in the Ajaz; and only one of the 
turning of the left periactos, that in the Cédipus Tyrannus, 
when the road to Corinth is substituted for that to Delphi 
with, perhaps, a distant view of Parnassus. In the nu- 
merous plays of Euripides we have no example of a com- 
plete change of place, but several of his plays require a 
change of the left periactos. The scene is completely 
changed in five of the eleven plays of Aristophanes; but 
the left periactos is turned only in the Acharnians and in 
the Lysistrata; and in the latter there are four or five of 
these indications of a different point of approach to the 
stage from a distance. 
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In making a selection from the extant Greek plays, we 
shall commence with the only complete Trilogy, the Orestea, 
or, as it may have been once called, the Agamemnonia of 
Aischylus, and shall then take those of the other plays which 
furnish the most various examples of a complete theatrical 
exhibition. 

The scene of the Agamemnon of Aischylus represents the 
palace of the Atreide, and the open space immediately be- 
fore it. The front of the palace is adorned with altars of 
various gods, especially those to whom the herald addresses 
himself on entering the stage (vv. 503 sqq.), and that of 
Apollo Agyieus was of course one of them (v.1085), The 
palace was represented as rising to a considerable height, 
tor the watchman, who speaks the prologue to the Tragedy, 
is able to command from his elevated position a view of the 
surrounding country, as far at least as the Arachnean 
mountains (v. 309). As Pollux mentions the oxory and 
pvxtwprov among the parts of the theatre, the question has 
been raised whether the watchman is posted on the roof of 
the palace or on some detached elevation. But it is clear . 
from the words of the poet that the sentinel must have been 
on the palace itself (v. 3: oréyais “Atpeddv. v. 801: “Atpewddv 
és TO0e OKYATTE oTéyos), and the balcony of the ducreyia would 
furnish the proper elevation. That a flat roof without 
battlements is intended is shown by the statement that he 
gazed lying down and leaning on his elbows like a dog (vv. 
2,3: Koyuwpevos ayxabey kvvos dikynv), i.e. in the attitude 
familiar to us from the posture of the sphinx, which is the 
conventional form of the watchful guardian. The right- 
hand periactos represented the city of Argos, and the left 
the road to the coast. 

The watchman, who introduces the play, speaks the pro- 
logue from his post on the roof and then makes his exit by 
a door supposed to lead into the palace, for he had already 
summoned the inmates of the royal house (v. 26). 

The chorus then enters (v. 89) by the right-hand parodos, 
and the anapests are recited while they are moving to the 
thymele and taking their post around it. During these evolu- 
tions Clytemnestra with her attendants enters the stage by 
the centre door (v. 83), and, after making her offerings at the 
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altars before the palace, goes off by the right-hand side-door 
(v. 103) to repeat these offerings at the temples in the city ; 
and she does not reappear till the end of the first choral 
song (vy. 254), when she comes forward to the front of the 
stage and enters into colloquy with the leaders of the 
chorus. She explains to the chorus why she has offered a 
sacrifice of thanksgiving, and after a vivid description of 
the manner in which the message of the capture of Troy 
was transmitted by a series of beacons, and of the contrast 
between the victors and the vanquished in the captured city, 
she again retires by the centre door into her palace. Here- 
upon follows the first stasimon of the chorus (vv. 857—448). 
And a considerable lapse of time is supposed to intervene. 
In the most of the editions it is supposed that Clytemnestra 
returns to the stage at the commencement of the next 
episode, and that she speaks the words which indicate the 
approach of the herald (vv. 489—500); but it is generally 
the business of the chorus to announce the entrance of a 
new character, the herald addresses himself to the chorus 
down to y.582, and the name of Clyteemnestra is mentioned 
first in v. 585; it seems therefore clear that Hermann is 
right in assigning the first words of the episode to the 
chorus, and whether Clytemnestra re-enters from the house 
at y. 587, or a few verses before, it is obvious that she takes 
no part in the dialogue till she makes that speech, where 
the word wa\a. must be understood in its largest sense. 
The herald, who is probably the Homeric. Talthybius, had 
entered of course by the side-door on the left, behind the 
periactos representing the road to Nauplia; and he withdraws 
by the same door, for the queen charges him with a mes- 
sage to her husband. After the second stasimon (vv. €81— 
781), a few anapestic lines introduce the triumphal proces- 
sion of Agamemnon, who drives into the orchestra in a 
mule-chariot, accompanied by the captive Casandra, and 
followed by a retinue of attendants. He does not mount 
the stage till v.957, when he reluctantly sets his foot on 
the costly carpets and follows his treacherous wife into the 
palace. It is clear from v. 1054 (weiOov Aurotca Tov’ dya- 
énpy Opsvov) that Casandra remains in the orchestra, seated 
still in the mule-chariot. It is probable that the armed 
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attendants of Agamemnon also remain in the orchestra. 
The address in v. 1651, ela 6% Eidos mpdxwrov mas ts edTpe- 
autérw, would hardly-apply to the aged chorus consisting, as 
we shall see, of only twelve persons. After the gloomy 
strains of the third stasimon (vv. 975—1032), Clyteemnestra 
comes forth from the palace and endeavours fruitlessly to 
induce Casandra to enter the royal apartments. Casandra, 
who had remained silent while the queen was on the stage, 
breaks forth, immediately after her exit, into the most 
impassioned strains, and the dialogue between her and the 
chorus constitutes one of the finest scenes in the whoie 
body of the extant Tragedies of the Greeks. After having 
declared to the chorus, with increasing distinctness, the 
impending murder of Agamemnon and herself, she rushes 
into the house to meet her doom. We should infer from 
the conventional xat pav that she leaves the orchestra at 
the end of her interchange of songs with the chorus (v. 
1178). 

When Casandra leaves the stage (v. 1330), the chorus 
recites a few anapests, which probably indicate a movement 
of the whole body to take up a new position. The death- 
ery of Agamemnon is heard (v. 1343), and each of the 
twelve choreute expresses his opinion as to what ought to 
be done. The proposal to rush into the palace and convict 
the murderer while the fresh-dripping sword jis still in his 
hand (v. 1350: ézws réxuoTd y eurecciv Kal mpayp’ edéyxew 
Ev veoppdvrw ier) seems to be generally adopted, and as 
Clytemnestra is immediately afterwards discovered on the 
spot where she had slain her husband (v. 1379: eoryxa & 
aw? trac ér éerpyacpevors), it may fairly be concluded 
that the eccyclema, which exposes the interior of the palace, 
is supposed to include the chorus also, and the whole of 
the xdppos which follows, down to the anapests (vv. 1567 
—1576), which indicate a movement of the parties, is to be 
understood as taking place within the palace. 

The eceyclema is withdrawn, and the chorus is again in 
the open place before the house of the Atreide, when 
Agisthus, attended by an armed escort (v. 1650), enters 
the stage by the right-hand side-door (vy. 1577), as though 
he had come from the city on learning that Clytemnestra 
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had consummated his plot with her (vv. 1608-—-1611). A 
lively altercation ensues between Atgisthus and the chorus, 
assisted probably by the attendants of Agamemnon, and 
the two parties are about to come to blows, when they 
are parted by the hasty re-appearance of Clytemnestra, and 
the play ends as the guilty pair enter the palace to assume 
the sovereign power, and the chorus leaves the orchestra by 
the right-hand parodos. 

Té will be observed that in this grand Tragedy there is no 
deviation from the unity of place; for the eccyclema, which 
displays the interior of the palace, is only a partial change of 
scene. The unity of time, however, is conspicuously violated. 
For Clytzmnestra’s speech before the first stasimon is sup- 
posed to be spoken on the day of the capture of Troy (v. 
320: Tpofay “Ayal 75 éxovo’ ev Hyépa), and the herald, who. 
enters after the stasimon, details circumstances referring to a 
long passage from Troy, interrupted by a dreadful storm which 
dispersed the fleet. Several days must therefore be supposed 
to have elapsed between the two acts of the play. 

The distribution of the parts among the three actors in 
the Agamemnon may be very easily arranged, so as to allow 
the same actor (i.e. the tritagonist) to perform the same 
part in all three plays of the Trilogy, and at the same time 
to retain the leading characters for the best performer : 

Protagonist, Agamemnon,the guard, the herald. 

Deuteragonist, Casandra, Agisthus. 

Tritagonisit, Clyteemnestra. 

The middle play of the Orestea, which is known as the 
Choéphore or “ bearers of funeral libations,” is divided by a 
total. change of scene into two distinct parts. The scene 
of the first act, which terminates at v. 651, is a desolate 
tract of country at some distance from the city, perhaps 
hilly, and certainly provided with brushwood for the 
concealment of Orestes and Pylades. The central object is 
the mound which indicates the tomb of Agamemnon. ‘The . 
play begins with the entrance of Orestes and his friend 
from the left side-door, and the former speaks the prologue, 
which has come down to us considerably mutilated. The 


See Miiller, Hist. Lit. Gr. 1. p. 406. 
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chorus enters from the right parodos at v. 10. Inthe 
present state of the text we cannot say whether they sang 
any anapests as they advanced to the thymele, but the 
commencement of their first choral song (vv. 22 sqq.) seems 
to imply that they had previously been silent. Although 
Orestes is made to suppose (v.16) that he sees Electra along 
with the chorus, it is clear that this is only intended to 
indicate a natural illusion on his part. For Electra must 
enter by the right-hand side-door, where the periactos 
perhaps represented a distant view of the royal palace, and 
her entrance is marked by her address to the chorus in 
vv. 84 sqq. The maidens of the chorus are sent to accom- 
pany Electra (vy. 23: yodv zpdropmos. yv. 85: Thode zpoo- 
Tpomys €ot tourot) and to perform certain acts of public 
mourning (vv. 24, 423 sqq.), but they do not themselves 
make the offering; this is performed by Electra (v. 129), 
who is therefore alone on the stage. She is joined by 
Orestes (v.212), who appears suddenly from his place of 
concealment, and although Pylades is not mentioned till 
v. 561, there is no reason to doubt that he re-enters with 
his friend. They both leave the stage by the right-hand 
door before the first stasimon (vv. 585 sqq.). For it seems 
absurd to refer tov7w in vy. 583, 
Ta 8 HAAG ToUTH Sedp’ emonTedoat Agyw 
Eupndédpous ayavas opbdcavTi mot, 


to Pylades. The very terms of the phraseology, compared 
with the address at the beginning of the play, 


‘Epun xOdve, matp® éromredwy Kparn, 


show that the necropolis was adorned with a statue of the 
infernal Mercury, to whom there are frequent allusions in 
the course of the Tragedy. It is probable that Electra does 
not accompany her brother and his friend, but that she and the 
chorus make their exit at the end of the stasimon (v. 651). 
Both the stage and the orchestra being now clear, the 
scene is entirely changed, and both the periacti are turned. 
That on the left represents a distant view of the grave of 
Agamemnon, that on the right the city of Argos; and the 
scene itself shows us the royal palace, with a lodging for 
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strangers to the left. Orestes and Pylades enter by the 
left side-door. Clytemnestra comes forth to greet them 
from the centre door of the palace, and sends them into the 
strangers’ lodgings. The re-entrance of the chorus by the 
left-hand parodos,—for they must be supposed to come 
directly from the grave to which they refer (v. 722),—is 
indicated by a few anapests (vv. 719—733). As Clytem- 
nestra manifestly returns to the palace after her brief 
conversation with Orestes, and as she sends Cilissa to 
AXgisthus (vy. 734), the old nurse must come forth from the 
centre door, and make her exit by the right-hand side-door 
leading to the city. By the same door Agisthus enters after 
the second stasimon (v. 838), and betakes himself to the 
strangers’ apartments, where he is at once put to death by 
Orestes. From the words of the chorus in vy. 872, 873, 


amooTabGuey mpayuatos TeAoumévov 
dmws SoxGuev TavS avaitiar KaKav 
elvat. waxns yap 8h Kkexdpwrar TédAos, 


ib may fairly be inferred that the choreute take refuge 
and conceal themselves in the parodos until the end of the 
interview between Clytemnestra and the matricide. The 
servant of course comes forth from the strangers’ apart- 
ments and knocks at the centre door, and Clytemnestra 
comes from the house at his summons, just as Orestes 
rushes out in pursuit of her (vy. 892). After Orestes has 
dragged his mother into the strangers’ lodging in order to 
slay her beside Agisthus (vv. 894, 904), the chorus reappears 
and sings the stasimon (vy. 931—972) at the thymele. It is 
. clear that the corpses of the queen and her paramour are 
exhibited to the spectators, when Orestes reappears, and 
says (v. 973), 


.Weobe ydpas thy SimAjv Tupavvida— 


but it is not so certain in what manner this is effected. As 

no mention is made of the chorus entering the guests’ 

chambers, where the murders have been perpetrated, and 

as Orestes clearly intends a public display, we must infer 

that the eccyclema was not used, but that the bodies were 
¥ 
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brought out on a bier, as the bodies of Eteocles and 
Polyneices were paraded in the Seven against Thebes. It is 
not only clear from the question of the chorus (v. 1051) and 
from the words of Orestes (v. 1061) that the phantom forms 
of the Erinyes are visible to Orestes alone; but the care, 
which is taken in the following play, not to exhibit the 
Eumenides until the audience have been wound up to the 
highest point of expectation, precludes the supposition that 
the effects of that play would be anticipated by the premature 
introduction of the chorus, from which it bears its name. 
Orestes leaves the stage by the left side-door, and the 
chorus proceeds to the right-hand parodos, reciting the con- 
cluding anapzests. 

In the Eumenides, as in the Choéphore, there are two 
distinct acts, each with its appropriate scenery. The scene 
of the first act (vv. 1—234) is the temple of Apollo at 
Delphi. The centre door on the stage represents the main 
entrance of the temple, the interior of which is displayed by 
the eccyclema after vy. 93. The right-hand door is marked 
by a sacred grove, through which Apollo retires after 
dismissing Orestes. On the other side there may have been 
the dwelling of the Pythia, from which she enters at the 
beginning of the play, and to which she returns after the 
prologue. It is probable that the neighbourhood of Delphi, 
to which the Pythia alludes in her opening address, is 
depicted in the scenery. And there is every reason to 
conclude that the altars or statues of the deities mentioned 
by her also adorned the stage. The time intended is the 
morning after the arrival of Orestes, who has come straight 
from Argos (cf. v. 282: worainov yap ov x.7-X.), followed by 
the Furies, and whom Apollo has purified while his 
persecutors slept. After the prologue, the eccyclema rolls 
out the chorus who are sleeping round the altar,! the hero 
appears on the stage between Apollo and Hermes, and the 
latter accompanies him, as he sets forth on a long journey 
by sea and land, before he reaches Athens the object of his 


1 Botticher has made the costume of the chorus in this play the 
subject of a special dissertation (die Furienmaske im T rauerspiel und 
auf den Bildwerken der alten Griechen, Weimar, 1801, Kleine Schrifien, 
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wishes (vv. 75 sqq.). While Orestes and Hermes leave the 
stage by the left-hand side-door, Apollo retires into the 
grove, for of course he cannot ‘appear in his temple till v. 
179, when he expels the intruders. After the stage is 
cleared (v. 94), the évariecya immediately exhibits the appa- 
rition of Clytemnestra’s ghost. That the sleeping chorus 
had been visible while Apollo was speaking is clear from the 
words of the god (v. 67: ra0d¢ tas papyots Spas); and that 
the interior was shown by the eccyclema, perhaps by a two- 
fold evolution, is distinctly stated by the scholiast, who 
Says, devrépa yiverar gpavracia: otpapeta yap pyxavipara 
e/oyda rout Ta Kata TO parvreiov ws exe. The words of 
Apollo, v. 201, rocotro pijKos exrevov Adyov, Show that they 
were still in the temple in spite of his order to quit it, 
and it is plain that they do not depart until they have 
said (229, 230): 


yn 8, ayer yap aia pntpgoy dixas, 
pete TOVOE HOTA KakKUYYETIS. 


And they immediately leave the stage in single file by the 
left-hand door by which Orestes and Hermes had made 
their exit. Apollo, after reciting his three lines (232—234), 
returns to his temple, the eccyclema is withdrawn, and the 
whole scene is changed. 

Between the first and second acts we must suppose a con- 
siderable interval of time, during which Orestes has traversed 
many a region by land and sea (v. 240: duo yepoov Kat 
Ocdaccav éxrepov, cf. v. 77), and has visited many nations as 
a purified suppliant (vv. 284—286). It has generally been 
supposed that the scene represents the temple of Minerva 


I, pp. 189—277), and he has given two pictures of the theatrical Fury, 
one representing all the repulsive and loathsome features which seem 
to have belonged to the A’schylean chorus, and the other exhibiting 
the usual type of theatrical beauty and splendid costume, but indicated 
as a minister of vengeance by the serpent-locks, and by the serpent and 
torch which she carries in her hands. He believes (p. 138 [271]) that 
the latter was the only personification of the Fury admitted on the 
stage after the time of Pericles and Phidias, 
xy 2 
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Polias at Athens. But it is manifest that during the 
latter part of the act the scene is the Areopagus, and there 
is no indication of another change of scene. There must, 
however, have been a temple and statue of Minerva in the 
Areopagus. For Minerva is made to say to Orestes (vy. 474), 
ixérns tpoon\Oes kabapos 4BAaPijs déuors, Apollo’s injunction 
to the fugitive is (v. 80), podwy dé IladAddos wort rrédw iLov 
madawv ayxabev AaBov Bpéras, and he is described by the 
goddess (v. 409) as Bpéras toipov road ednuevw Ew. The 
most probable solution is that the poet supposes Orestes to 
have reached the temple of “A@nv@’Apeia, to whom he was 
said to have consecrated an altar in the Areopagus on his 
acquittal. The scene then represents the Areopagus, with 
a distant view of Athens, certainly with a statue, and pro- 
bably with a temple of Minerva. As Orestes says (vy. 256) 
7K, “* I am come,” it is reasonable to conclude that he is 
seen near the statue of the goddess as soon as the scene is 
shifted, and the chorus re-enters by the left-hand parodos 
as soon as he has uttered his short prayer (v. 244). After 
the stasimon, preceded by a few anapests, as the chorus pass 
from the part of the orchestra immediately below the stage 
to the thymele (vv. 307—396), Minerva appears on the 
balcony of the stage, as though borne through the air ona 
chariot of clouds. This is shown by her own words (vy. 
403—405) : 
HAOov &rputov wéda 
mTEpav aTEp fporBdovca KdATOY aiyidos 
K@Aats akualos Tdvd emiCevian OxOV. 


If she had come in an ordinary chariot it would have been 
needless to say that she came without wings, or that she 
used her egis to make a flapping as birds do with their 
wings (cf. Soph. Antig. 1004: zrepav yap potBdos ovk aonnos 
qv). She clearly means that she rode upon the wings of the 
wind. After the explanation with the chorus and Orestes, 
Minerva, who had descended to the stage, proceeds on foot 


1 This is the opinion of Droysen, Donner, Genelli, Miller, Schémann 
and Hermann, Geppert and Schénborn maintain the view adopted in 
the text. 

2 Pausan. I. 28, § 5: kal Bwuds eorw "AOnvas ’Apelas dy avéOncev 
amopuyay thy Slknv, 
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by the right-hand door to summon the judges for the trial: 
(v. 489). The stasimon follows (vv. 490—505). And 
then Minerva returns from the right with the twelve judges 
who take their seats either on the steps of her temple or on 
seats before the centre door, while Apollo appears from the 
left to support his suppliant. The judges give their votes 
separately in the twelve intervals of the couplets spoken by 
the chorus and Apollo (vv. 711—733). Orestes is acquitted, 
and departs by the left-hand door, as soon as he has ex- 
pressed his gratitude and bound his countrymen by a pro- 
mise of future friendliness (vv. 754—777). As he takes 
no notice of Apollo, that divinity must have departed after 
the declaration of the verdict in 752, 753. It may be pre- 
sumed that the Areopagus retain their places till the pro- 
cession at the end of the play. When Minerva has suc- 
ceeded in allaying the wrath of the Eumenides, she takes 
leave of the chorus (v. 1003 : xaipere xipets), and says that 
she must go before to prepare their abode for them; and 
she leaves the stage by the right-hand door after making 
her concluding speech (vv. 1021—1031). The zpdzopzou 
then make their appearance through the right-hand parodos, 
and lead the chorus from the orchestra by the same door. 
As they depart, the Areopagites leave the stage in solemn 
procession. 

The distribution of the parts in the second and third 
plays of the Trilogy must have been as follows: 


Choéphoree. 


Protagonist, Orestes. 
Deuteragonist, Electra, Aigisthus, Pylades. 
Tritagonist, Clytemnestra. 


Eumenides. 
Protagonist, Orestes. 
Deuteragonist, Apollo. 
Tritagonist, Pythia, Clytemnestra, Minerva. 


The Trilogy was succeeded by a satyrical drama, the Proteus 
which had some reference to the adventures of Menelaus, 
alluded to in the Agamemnon (vy. 674 sqq.). The manner in 
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which the complete chorus of forty-eight was made available 
for the separate choruses of the four plays, is thus stated by 
C. O. Miller! The Agamemnon had a chorus of twelve 
senators, as appears from their conference in vy. 1819— 
1842; the Humenides had a chorus of fifteen, as appears 
from the most probable arrangement of the puypos durdods 
of v. 125, as seven repetitions of the word AaBé, each 
spoken by a pair of choreutz, the imperative dpdfov being 
uttered by the corypheus; the chorus of the Choéphore had 
probably this larger number; and this would leave two 
<vyd, or ranks of three each, for the satyric drama. It is 
probable that the chorus of old men from the Agamemnon 
appeared as the Areopagites in the Humenides, and the 
chorus of the Choéphore constituted the festive procession 
at the end of the last play in the Trilogy. 

We have examined the details of the representation of 
these three plays at some length, because, taken together 
they furnish the most complete specimen of a Greek dra- 
matie entertainment which has come down to us. Indeed, 
with the exception of the satyrical drama, which seryed as 
an after-piece to the Trilogy, we have here before us a per- 
fect sample of the elaborate theatrical exhibitions, which 
were provided for the amusement of the Athenians at their 
Bacchic festivals. It will be seen that no regard was paid. 
to the unities of time and place. The second and third 
plays are respectively broken into two distinct parts by the 
change of the scene, and the first play, which has no change 
of scene, supposes, like the third, a considerable interval 
of time between the first and second acts. And while 
fAschylus has thus allowed himself a full latitude in dealing 
with space and time, he exhibits in this, the last of his dra- 
matic works, a full acquaintance with all the improvements 
of the stage. The three actors are all put in requisition, 
and the chorus, originally one and undivided, is broken up 
into sections for the sake of the separate plays. 

Of the other tragedies of Aischylus, the Prometheus alone 
requires a special notice of its mode of representation. 
It differs from all other plays by making no use of the stage. 
The action proceeds entirely on the balconies above the first 

1 Eumeniden, pp. 75 sqq. 


TRAGEDIES AND COMEDIES IN PARTICULAR. 327 


story. The scene represents a desolate and rocky region, 
not far from the shore of Ocean at the extremity of the 
world. The centre door is blocked up by the representation 
of a craggy mountain. To the summit of this (vy. 142: rijode 
pdpayyos cKoréhous év dxpows) Vulcan, attended by Strength 
and Force, is engaged in fastening the form of Prometheus. 
On the right-hand periactos there is a representation of the 
sea, anda more distant part of the coast is represented on 
the left. There can be little doubt! that Prometheus him- 
self was represented by a lay figure, so contrived that an 
actor standing behind the pictorial mountain could speak 
through the mask. No protagonist could have been expected 
to submit to the restraint of such an attitude throughout the 
whole of the play, to say nothing of the catastrophe at the 
end, when the rocks fall asunder, and Prometheus is dashed 
down into Tartarus.? 

Vulcan and his attendants leave the balcony by one 
of the doors in the dwreyia which lead to it (v. 87), and 
Prometheus is left alone till the entrance of the chorus 
indicated by the anapests recited by him (vv. 120 sqq.). A 
question arises, whether the chorus, which comes through 
the air, borne on clouds, like Minerva in the Eumenides 
(cf. v. 185 with Humen. 405), and which must have appeared 
at first on the balcony, remains there throughout the 
play,* or descends to its proper place in the orchestra at v. 
277, where their anapests indicate a movement on their 
part. We have no hesitation in adopting the latter view of 
the case, for the following reasons. (1) The balcony would 
not suffice for the regular evolutions of a chorus, which in 
this, as in other plays, has to perform antistrophic songs. 
(2) As Oceanus appears in the same way and from the 
same side as the chorus, there would be no room for both of 
the machines on the balcony. (8) A Greek play in which 
the chorus never entered the orchestra would be an un- 
1 cpr soleecism. If it is urged on the contrary that 

rometheus on the top of the rock would be too distant to 


1 See‘Hermann’s note, p. 55. 

? Schomann, des Aschylos gefesselter Prometheus, p. 87, believes that 
Prometheus was represented by an actor throughout the play. 

* This is Schénborn’s opinion, p. 292, 
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converse with the chorus at the thymele, it may be answered 
that the audience are still more distant, and yet they are 
supposed to hear all his words. And if reference is made 
to the warning of Mercury (vy. 1060), 


peTa tov XwpeiT ek Tavde Térwy 
#1) ppévas tov HAwidon 
Bpovras miKnw atépauvor, 


as showing that they must have been near Prometheus, we 
reply that it indicates, on the contrary, that they were not 
within the immediate sphere of the danger, for he would 
not have used the plural rérwv in that case, and he would 
have indicated even a worse risk than that of losing their 
senses owing to the crash of the thunder. 

But although the chorus must be placed in the orchestra, 
all the actors speak from the upper platform. Oceanus 
remains seated on his courser in the clouds, and rides 
away upon it when his selfish fears are excited (y. 396). 
To, who had been wandering on the sea-shore near the moun- 
tain (v. 575: tAava te vaotw ava Tay wapadiay Waypov), enters 
from the left on the balcony which represents the summit 
of these rugged rocks; for she speaks of casting herself down 
from them in her despair (vv. 747 sqq.) : 

tl dir’ enol Civ Képdos, GAN ovK ev TaxEL 
eppw euavtiy tad axd otbprov weTpas 5 


In the same manner Mercury enters from the same side ; 
for there is no reference whatever, as in the case of Oceanus 
and the chorus, to his having flown thither through the air, 
and he is expressly called ‘the running-footman of Jove” 
(v. 941: tov Ads tpdxwv); and as Prometheus sees him at 
once, he cannot be on thestage below. It is clear that the 
chorus leaves the orchestra by the right-hand parodos, just 
as Mercury quits the baleony by a side-door to the left, 
probably veiled by a peak of the mountain, and Prometheus 
is left alone to describe the coming storm in the splendid 
anapsts which conclude the play and accompany the 
exodus of the chorus. Then, it may be presumed, scenic 
rocks fall asunder, and the figure representing Prometheus 
descends with them below the stage. 
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As a specimen of the manner in which Sophocles, the 
perfecter of the Greek drama, placed his Tragedies on the 
stage, it will be sufficient to examine the latest of his plays, 
the Gidipus at Colonos. 

The scene, which remains the same throughout the play, 
is minutely described in the opening verses. (£dipus enter- 
ing from behind the left-hand periactos, which represents 
the road to Thebes, asks his guide Antigone (vv. 1, 2): 


TeKvoy TUdAOD yépoyTos *Aytiyovn, Tivac 
/ > , > a» / > = 
xdpous adiyped’, 7) Tivwy avSpav mdr- 
“Child of a blind old man, Antigone, 
What lands, what city are we come unto?” 


and she replies (vv. 14—20) : 


matep Tadalmwp Oidimov, mipyor pév, of 
méAw oréyourw, ws am’ ouudtwy, mpdow 
xapos & 88 ipds, ds odd’ eikdoat, Bpvwv 
Sapyns, eAalas, auméAov' muKvdrrepoar & 
elcw Kat’ aitoy evoTounova” anddves 
ov K@AG Kau ov TOU ém atéoTou méTpov. 
pakpay yap, ws yépovtt, mpovoTdAns dddv. 
“OQ woe-worn father Cédipus, the towers 
That girt the city, as mine eyes inform me, 
Are still far off: but where we stand the while 
A consecrated grove displays itself, 
Thick set with bay-trees, olive-trees, and vines; 
And from within, with closely ruffled plumes, 
The nightingales make sweetest melody. 
Then sit thee dowh on this rough stone: thine age 
May hardly brook such lengthened pilgrimage.” 


From this it is clear, that the centre of the stage re- 
presents this grove of the Eumenides as surrounded by a 
low dry-stone dyke, on which the blind wanderer takes his 
seat (vy. 19). The entrance to the grove substitutes brazen 
steps for the stones of the wall (v. 57: dv & émore Bas torov 

Oovos kadetrar thode xaAKdrovs ddds. Y¥. 192: atrod' pnKerts 
Tovo avtimetpov Bryatos e£w 70da kXivys). In the immediate 
neighbourhood of the grove was seen the pool, against which 
CEdipus is warned by the chorus (vv. 155, sqq.). The right- 
hand periactos exhibited a view of Colonos, and near it was 
seen, probably as a picture, the statue of the hero of the 
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place (v. 59: rovd’ trrorny Kodwvoy). In the interval 
between this and the grove the scenery gave a distant view 
of Athens. To the left of the grove we may presume that 
there was a perspective representation of the country of 
Attica between Colonos and the Theban borders, from which 
(Edipus and his daughter have travelled. All five doors of 
the stage must have been used in the course of the piece. 
After Cidipus has taken his seat on the fence of the 
sacred, enclosure, a man of Colonos enters from the right, 
and informs him that he has violated holy ground. The 
stranger, however, does not venture to remove him, but de- 
parts by the door by which he had entered, to summon the 
chorus, and to bear the tidings to Theseus (v. 298). When 
he has made his exit, Antigone leads her father quite within 
the grove (v. 113: kai p e& ddov mdda kptov Kat adcos). 
The chorus then enters by the right-hand parodos, and 
though in search of CEdipus, it does not mount the stage. 
For when the blind king comes forth from the grove (vy. 
138), the chorus is engaged in spying round the outside of 
the enclosure (v. 55: Acoowv rept wav Téwevos), and it ad- 
dresses him as, still at a distance, though he is standing on 
the narrow stage (v. 162: perdoraf’, aroBabt- ro\Nd KeAevGos 
épatva’ KAvets, & ToAvpox6’ dAGra). The conference be- 
tween Cidipus and the chorus is interrupted by the un- 
expected arrival of Ismene (v. 310), who comes mounted on 
horseback (vy. 312), and accompanied by a faithful domestic 
(v. 334). It may be considered doubtful whether the horse 
is seen by the audience. The mention of the servant seems 
to be introduced because he is there to hold the horse after 
she has dismounted, and the interval between v. 810 when 
she is first seen, and y. 324 when she first speaks, together 
with the momentary difficulty in recognizing her (vy. 315 
sqq.), may be best explained by the supposition that she 
rides into the orchestra, leaves her horse with the servant, 


‘' Schénborn says (p. 280): “Den Anblick des Rosses den Zu- 
schauern zu gewahren, dazu liegt kein Motiv vor.” Kolster, on the 
other hand, justly remarks (Pref. p. xi): “Sch6nborn musste wenig- 
stens sagen warum der Dichter denn Ismene von der Schwester zu 
Ross sehen lasst, wenn sie nicht so auftreten soll; Sophokles wirft doch 
-dergleichen Worte nicht umsonst hin.” 
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(who leads it out) and then mounts the stage. It may 
fairly be inferred that when Ismene retires from the stage 
to pour forth the libations on the other side of the grove 
(v. 505: rovKeBev GAcos tovoe), She makes her exit by the 
middle door on the left. ‘For she is seized by Creon on his 
way from Thebes, though the ordinary route to Beotia is 
not that which Ismene is supposed to have taken, other- 
wise she would not have needed the guidance of the chorus. 
Now it is expressly intimated that the road from Thebes 
branched off in two directions not far from Colonos (v. 900). 
And it is to be understood that Creon had diverged from 
the straight road on his approach to the sacred grove in 
search of Cidipus, so as to pass through the spot where 
Ismene was occupied in her pious offices. 

As Theseus leaves Cidipus to the care of the chorus (v. 
653), it is quite clear that the old men of Colonos cannot be 
passive spectators of Creon’s outrage, and the text shows 
that some at least of the choreutz mount the stage and lay 
hands on the Theban prince ; for he says to them (v. 855), 
py Wavew déyw, and the choir-leader replies, ovro: o adiyjow.} 


1 Kolster maintains that the struggle takes place on the steps 
leading to the orchestra, through which Creon had to return. He says 
(p. 60): “If any one denies his appearance in the orchestra because he 
does not come on horseback or in a chariot, he ought to remark, first, 
that he comes not alone, but accompanied by numerous attendants, v. 
723, ovk tvev mouw@y; and then, that though he comes expressly to 
earry off Gidipus, he does not at once address him, whom he would 
have been close to, if he had appeared on the stage, but speaks to the 
chorus in twelve iong trimeters, and obviously opens a safe way to the 
stage by his conciliatory expressions. It is not till v. 740 that he 
directs his speech to @idipus; and when his overtures are rejected, he 
changes his tone, and Cidipus learns with horror that Creon has 
already got possession of Ismene and is intending to carry off his other 
daughter also. Hereupon Cidipus implores the aid of the chorus, 
which at once forbids the meditated violence; Creon however beckons 
to his attendants to carry off the maiden, whom he has obviously 
seized with his own hands; these followers, who had been left in the 
orchestra, mount the steps and compel the chorus to give way, in spite 
of their protestations against a wrong which they are unable to 
prevent (v. 839: 1) *ritaco’ & qu) Kparets). It is therefore a case in 
which the chorus and actors come into personal contact (Geppert, 
Ueb. d. Hingange, p. 30). It is possible to explain particular ex- 
pressions of the chorus by the supposition that different choreut are 
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The main body of the chorus, remaining in the orchestra, 
call loudly for Theseus, and he comes hastily from sacri- 
ficing in the neighbouring temple of Neptune, and therefore 
through the middle door on the right. The armed atten- 
dants of Creon have already left the stage with Antigone, 
probably by the door by which they had entered. And 
while Theseus enters into angry conversation with Creon, 
who had been detained by the choreutz, he sends word to 
his followers to march off to the meeting of the road to 
Thebes and there to intercept the runaways. There is no 
reason to suppose that the horsemen and foot-soldiers of 
Theseus (v. 899) pass over the stage. It would be more 
natural to imagine them as pursuing their march on the 
other side of the sacred grove which forms the centre of the 
scene. As Creon is to be the guide of Theseus (vy. 1025), 
they must leave the stage by the middle door on the left by 
which the former had entered, and of course Theseus re- 
enters (v. 1099) by the same opening. 

It is stated (v. 1158) that Polyneices was a suppliant at 
the altar of Neptune, where Theseus was sacrificing when 
he was interrupted by the outrage of Creon. He therefore 


speaking; but the only way to conceive the character of the separate 
words is to consider them as induced by the course of the action. How 
could we explain the decided expressions of vy. 824 


xépet, tev, kw OGacoy" ote yap Tu vor 
Slkaia mpaooets, ov0’ & mpdcbev elpyacat, 


immediately followed by the helpless ti Spas, téve; of v. 829, and by 
the feeble declaration of v. 831, @ gév’ ov Sikara Spas? How incon- 
gruous would be the threat of v. 839, 
tl dpas, & ev’; odk adhces; Tax’ eis Bdoavoy ef xepav, 

if Antigone had not been conducted through the orchestra. The 
silence of the chorus during the act of viclence, vv. $44—847, is the 
consequence of their flight before Creon’s myrmidons. After these 
have withdrawn (v. 856) Creon is left alone face to face with the 
chorus, and the words émicyxes airod, téve, are easily explained, if the 
chorus thinks it can eut off his retreat (v. 857: oro: o aphow). At 
this point the chorus must either be on the stage, of which I can find 
no trace, or by occupying the steps from the orchestra is cutting off 
Creon’s retreat, in which case he must be intending to depart by way 
of the orchestra.” 
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enters (v. 1249) by the middle door on the right, and makes 
his exit by the same way (v. 1447). 

The three peals of thunder (vv. 1456, 1462, 1479) 
accompanied by lightning, which presage the death of 
(Edipus, must have been audible and visible to the spectators, 
and the Bpovretov and xepavvockoretov could not have been 
used with greater effect. The mirrors of the latter may 
have been so arranged as to throw a glare of light on the 
ehorus (vy. 1477). 

It is obvious that, with CEdipus leading the way, the two 
princesses, Theseus, and his attendants entered the sacred 
grove by the main doorway (v. 1555). Some little time is 
eupposed to elapse before the messenger returns with his 
account of all that had happened (v. 1579). When his 
speech is ended, Theseus returns to the stage with the two 
princesses (v. 1670). And though Theseus promises (ry. 
1773) to comply with the request of Antigone to send her 
to Thebes, in order, if possible, to prevent the fratricidal 
strife of his two brothers, it does not follow that she and her 
sister leave the stage by the left-hand side-door, as though 
they departed immediately for their native city. It is more 
reasonable to suppose that they go with Theseus to Athens, 
and therefore make their exit in his company, by the middle 
door on the right. 

It has been already mentioned that the remaining plays of 
Sophocles furnish only one example of a complete change of 
scenery, and only one of a partial change by the revo- 
jution of the left-hand pertactos. The former case is that 
of the Ajaz. In the first act of this play, the scene is laid 
in that part of the Greek encampment, which lies between 
the tent of Ajax and the shore (v. 192: éfados xAroias), 
The interior of the tent of Ajax is displayed by means of the 
eccyclema, and he is seen surrounded by the cattle which 
he had slain in his delusion (vv. 346 sqq.). He is rolled off 
the stage by the same means, for he says (x. 579), dua 
maxrov, and (v. 581), wixale Gaooov. After the stasimon of 
the chorus (596—.645), Ajax comes forth from his tent, and 
then departs by the right-hand side-door as though he was 
going to the sea (v. 654: pds re Novrpa Kal Tapaxriovs Neydvas). 
The messenger enters (v. 719) by the left-hand side-door as 
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coming from the distant camp of the Greeks. Tecmessa 
goes forth to meet him with Eurysaces (v. 787) from the 
right-hand middle door, representing her own tent, and the 
child re-enters by the same door, when Tecmessa leaves the 
stage in pursuit of Ajax by the right-hand side-door. The 
messenger of course returns through the left side-door, and 
the chorus breaking up into the two hemichoria, in which 
they reappear in the second act, leave the orchestra by botk 
parodi. ‘The stage being cleared, the scenery is completely 
changed, and we have now an unfrequented spot partially 
covered with trees, which renders the search for the body of 
Ajax more difficult. Tecmessa stumbles upon it (v. 891) 
immediately on her re-entrance, and it may be presumed 
therefore that Ajax falls before the centre door, probably 
behind a tree which masked that entrance. The other 
persons who enter in the second act, Teucer, Menelaus, 
Agamemnon, and Ulysses, come and return by the left-hand 
side-door. It is clear from v. 1115 that Menelaus is accom- 
panied by at least one herald, and this functionary attends 
Agamemnon, whom he goes to fetch. This appears from 
vy. 1116 and 1319, and justifies Martin’s conjectures of cod 
Tov duatuovos for tod ood G épaipovos, in v. 13812. With 
regard to the only change of the left-hand periactos, of which 
Sophocles furnishes an example, and which occurs in the 
CGdipus Tyrannus, it is obvious that in the first part of the 
play the left-hand entrance must indicate the road to Delphi, 
and probably the left-hand periactos gave a distant view of Par- 
nassus, to which the chorus alludes (vv. 463 sqq.). Butasthe 
messenger from Corinth enters by the same door on the left 
(vy. 924), it is clear that the periactos must be turned, so as 
to exhibit a view of Citheron or some other indications of 
the road to the Isthmus. 

It has been already mentioned that, in the extant plays of 
Euripides, there is no instance of a complete change of scene, 
and it would almost seem as though he had wished to make 
up for that complication of incident, that succession of 
plots to which reference has been made in a former chapter, 
by a more rigid adherence to the unity of place than his 
great contemporaries had thought necessary. There are, 
however, several examples of a change of the left-hand 


TRAGEDIES AND COMEDIES IN PARTICULAR. 330 


periactos, which indicated the region from which the actor, 
coming from a distance, was supposed to enter the stage. 
For instance, in the Orestes, the left-hand periactos must, in 
the first instance, represent generally the road to foreign 
parts by which Menelaus enters on his return from Troy 
(vy. 356) ; but it must be turned so as to exhibit a view of 
part of the city, when Pylades enters (v. 729), for he says: 


Oicoov % w expny mpoBalvwr ikduny dC korews. 


In the Andromache the left-hand periactos must have repre- 
sented at the beginning of the play the road to Pharsalus, for 
Peleus is supposed to dwell there (v. 22); it must have repre- 
sented a different direction, the road to Lacedemon, in 746, 
879, 1000, for Menelaus departs for Sparta, Orestes is on 
his way from the south to the shrine of Dodona, and Hermione 
departs in the same direction; and in 1069 the messenger 
comes from Delphi, so that there must have been an exhibi- 
tion of all three faces of the periactos. In the Supplices 
the left periactos indicates the road to Thebes from which 
the heraid comes and to which he returns (v. 584); thither 
Theseus goes (v. 597 cf. 637); from thence come the mes- 
senger (vy. 639) and the seven corpses ; also Theseus on his 
return (cf. 838). This periactos, however, is turned to indi- 
cate the road to Argos by which Iphis comes in search of 
Hvadne (v. 1034). In the Electra, the left-hand periactos at 
first represents the road to Delphi by which Orestes and 
Pylades make their appearance; but as Electra’s husband 
makes his exit by the same side in order to go to Lacedemon, 
there must be a change of the side-scene for that purpose. 

Asa sample of the manner in which Euripides put his 
Tragedies on the stage, it will be sufficient to examine the 
Bacche, which is not only the most Dionysiac, but also one 
of the latest and most elaborate of his plays. Euripides, 
however, has left us, in addition to his Tragedies, a regular 
Satyric drama, and two tragi-comedies, which served the 
same purpose in a Tetralogy ; and we must consider also the 
mode of representation in these two cases. 

The scene in the Bacche represents the palace of Pen- 
theus (vy. 60, 646) in the citadel at Thebes (653). Although 
there may have been some indications of towers and other 


306 ON THE REPRESENTATION OF CERTAIN 


fortifications as this last passage shows (cf. v. 172: eripywo 
aorv OnBaiwy rode), it is clear that the centre of the scene 
representing the palace itself exhibited a Doric facade with 
columns (591) and a frieze (1214). On the right of the 
palace, i.e. on the side leading to the city, there may have 
been a distant view of the oracular seat of Teiresias (347 : 
eGov 8 Odkovs Tod ty otwvooKdorer), and on the other side 
was seen the sacred memorial of Semele, namely, the spot 
where the smouldering ruins of her house stood, which 
Cadmus had surrounded with a fence and made sacred, and 
which Bacchus had enveloped in clusters of the mantling 
vine : 
v. 6: dp@ 5& untpds pynpa THs Kepavylas 

70d eyyvs olkwy Kal Sduwy epelma 

tudbpueva, Alov mupds ers (Goav paAdya 

aAavarov “Hpas untép eis eunyv bBpw. 

aiva de Kdduov, &Batov ds wédov Tdd€e 

TiOno1, Ovyatpbs onkdv’ auméAov 5é vw 

mépit eya "KdAvpa BoTpusder XACN. 

596: mip ov Acvooes ov adbyaes 

Seueaas fepby audi tapor. 
On the left of the palace, but in close contiguity to it (Jul. 
Poll. tv. § 125: eipxry dé 7 Aad), and between it and a 
khicuv representing the stable (v. 509: trmxats zédas 
garvacw), was seen the entrance to a dark and gloomy 
dungeon (v. 550: oxoriais év cipxrais. v. 611: és oKorewds 
dpxavas). On the extreme left the periactos indicated the 
road to foreign and distant parts, and on the right the 
periactos showed a view of Cithzron. If the city of Thebes 
was at all indicated it must have been between the right- 
hand periactos and the palace, in the same part of the scene 
where the auspicial abode of Teiresias was represented. That 
the road to Citheron did not pass through the city is clear 
from y. 840, where Pentheus asks, 


kal m@s 50 korews elu Kaduclous Aabév; 
and Dionysus answers, 
550vs ephuovs tuev' eyo F Hynoouat. 


If the city was seen at all it must have been that part of 
Thebes which lay in the direction of the gate called Elecira 
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(v. 781: orety’ ex “Hiéxrpas idv widas). The only change: 
in this scenery which is required by the action of the play is 
the downfal and conflagration of the etpxr7 in which Dionysus 
is imprisoned. It has been mentioned already that this 
cipxty and the adjoining «Aéovov stood immediately to the 
left of the palace, and therefore between it and the monu- 
ment of Semele. According to the description in the play, 
the architrave of this building falls asunder, and the 
columns are thrown down by the god as he rushes forth 
(590: tere Adiva kioow EuBodra diddpoua dd). At the 
same time a flame rises from the sacred tomb of Semele and 
seems to consume the adjoining edifice (vv. 596 sqq., and 
ef. 623: Kat pytpds tadw zip aver). How this was 
managed does not appear. Probably some light woodwork 
was allowed to fall, and a smoke was raised at the same time. 
We are not to conclude from the expectations of the chorus 
(v. 588: rdxa ra IevOdws pédabpa dvatwegerar reojpaciv), 
that the central building, the palace of Pentheus himself, 
is involved in this ruin and conflagration. On the contrary, 
we must conclude that, though shaken, it remains standing. 
For Dionysus summons Pentheus to come forth from his 
palace (v. 914: &€i6c mépoe Swpdrwv), and, at the end of 
the play, distinct reference is made to the triglyphs of the 
frieze to which the head of the supposed lion is to be affixed 
according to the oldest mode of adorning the Zophorus 
(v. 1212 sqq.). 
aipécOw AaBoy 

TNKTGY TMpds olkovs KALlUdKwY mpocauBace:s 

@s wacoadevon Kpata TpryAvgois Téde 

Aéovros, dv Tapes Onpedoas eyd. 


Cf. 1238 sqq. : 


péepw 8 ev wAevatow, ws dpas, Tdde 
AaBotca Tapioteia coiot pds Sduors 
as Gy KpeudoOn. 


> w#39e 


When therefore Dionysus says (v. 633), déyar epnéev 

xapale owtebpdvwra & dav, he refers only to the prison, 

for at the very time he makes this statement he says that he 

has come forth from the house (636: yovxos 3 éxBas eyw 

dwparwv nko pds twas); that he hears the foot-fall of 

Pentheus within his palace (638: Wodet yotv apBvAy dopuv 
Zz 
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éow) ; and that he will soon come forth to the vestibule (és 
mpovee avtix’ 7KEL). 

The progress of the action and the entrances and exits of 
the performers are easily described. At the opening of the 
play Dionysus is supposed to come from distant regions; he 
enters by the left-hand periactos, and the chorus, who came 
from Asia with him, appear after the prologue, by the cor- 
responding parodos (v. 65). As the god says that he is 
going to Cithwron to join his worshippers there, he must 
cross the stage and make his exit (64) by the right-hand 
periactos. After the first choral song (170) Teiresias enters 
from the city, i.e. by the right side-door, and summons 
Cadmus, who comes forth from the middle door, or from the 
palace (178). As Pentheus has been abroad, he must make 
his first entrance, like Dionysus, from the left periactos 
(215). Cadmus and Teiresias leave the stage by the right 
periactos (369), and by the same entrance the satellites of 
Pentheus, who had remained on the stage during the chorus, 
appear (434), bringing Dionysus with them. At the end 
of the act (518) the god is conveyed to the prison, which, 
as has been mentioned, was to the left of the palace. And 
it appears from y. 616 that Pentheus accompanies him 
for the purpose of putting on the chains with his own 
hands. ‘There was obviously a passage from the prison to 
the palace, and Dionysus (603, cf. 635), and afterwards 
Pentheus (652) come forth from the centre door. By the 
same door the king (846) and afterwards the god (861, ef. 
929), leave the stage to equip Pentheus in his bacchie attire. 
Of course they reappear by the centre door (912), and 
depart by the right-hand periactos (976) on their way to 
Citheron. The messenger naturally enters (1025) by the 
same periactos, and it may be concluded that he goes into 
the palace (1152). From the right periactos, we have the 
successive entrances of Agave with the head of her son 
(1166), and of Cadmus with the corpse of Pentheus borne 
after him by his attendants (1216). As Dionysus declares 
himself at the end of the play in his divine character, it is 
obvious that he must appear surrounded by clouds on the 
balcony of the scene (1332). ‘There is a lacuna in the text 
at this part, but there can be no doubt as to the nature of 
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the theophany. ‘The god vanishes as he appeared; Agave 
flees from the stage in the opposite direction to Citheron 
(v. 1888); and the rest of the actors enter the palace by 
the middle door. The chorus, consisting of the Asiatic 
followers of Dionysus leave the orchestra as they had entered 
it, by the parodos on the left. 

The following was obviously the distribution of the parts 
among the three actors : 


Protagonist: Dionysus, Teiresias, and the second mes- 
senger. 

Deuteragonist: Cadmus, servant, first messenger. 

Tritagonist: Pentheus, Agave. 


The chorus, which consisted of fifteen women, was perhaps 
intended to represent the fourteen yepaipai of the An- 
thesteria, with the King-Archon’s wife at their head. They 
were dressed in Asiatic style,’ with bare feet,? and the Lydian 
head-tire ;* and they performed their dances, which, accord- 
ing to the metres of the choruses, had a peculiarly martial 
character, to the accompaniment of some flute-players, and 
probably beat time with timbrels and cymbals which they 
carried in their hands.*® 

As the Cyclops of Euripides is the only complete satyrical 
drama which has come down to us, we must briefly con- 
sider the distinctive features of its representation. The 
scene of the play is the coast of Sicily near mount tna, 
which was probably shown in the background. The middle 
door was the entrance to the cavern in the rock, which 
served as the dwelling of Polyphemus. The right-hand 
periactos indicated a road leading to the interior of the 
island, and that to the left showed the approach from the 
coast. Between the latter and the cavern was the xA/ouvor, 
in this case representing the stable for the cattle and sheep 
of the Cyclops—the atArs (vy. 363) from which Ulysses and 
his companions were about to furnish themselves with pro- 


1 F. G. Schoen, de Person. Habitu in Eurip. Bacch. p. 73. 

2 Id. p. 130. 

3 Bacch. 860: Gp’ év mavvuxtois xopois Ohaw mote AevKdy 70d” ava- 
Barxcvovoa, Cf. Cyclops, 72: AevKdrodas Baxxas; see Schoen, pp. 
155, 6. * Schoen, p. 141. a Ids ps Tak 
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visions (v. 222, cf. 188). It does not appear that any doors 
were used except the centre door and the two periacti ; in 
all probability a large portion of the centre of the stage was 
occupied by the rocky abode of the Cyclops; and it is clear 
that at the end Polyphemus climbs to the top of the rock, 
i.e. to the balcony, by a narrow passage between his own 
cavern and the left of the stage, so as to make his exit by 
the left-hand door on the balcony, while Ulysses and his 
friends leave the stage as they had entered it by the left- 
hand periactos. For Ulysses says, v. 702, éym 0 é@ dxras 
ej, and the Cyclops, threatening to smash his ship with a 
fragment of the rock on which he was (v. 704: rod 
axoppyngas 7érpas), adds (706) : 

tvw & én bx@ov ciut Kalrep dy tudrAds, 

dC auditpitos tHade mpocBalywy Todi. 


At the beginning of the piece Silenus comes forth from the 
middle door to which he returns (in 174), to make his 
second entry from the same place (188). Ulysses and his 
sailors come in from the left, where the periactos gave a view 
of the coast and of their ship (vy. 85). The Cyclops enters 
from the extreme right, and is some time in reaching the 
centre of the stage, for he is seen at v. 193, and does not 
speak till vy. 203. The chorus of satyrs had of course 
entered by the right-hand parodos, but the concluding 
words show that they follow Ulysses by the left-hand exit 
from the orchestra. The centre door serves for the exits 
of the Cyclops (346), and Ulysses (355). The latter (875) 
and the Cyclops with Silenus (503) come forth from the 
middle door, and leave the stage by it at 607 and 590 re- 
spectively. By the same door Ulysses returns (624), goes in 
(653), and reappears with the Cyclops and his sailors (663). 

The chorus of satyrs, although it seems to take an active 
part in the progress of the plot, manifestly does not leave the 
orchestra, its proper place. The allusions in the parodos to 
the pastoral employments of the satyrs, who had left the 
service of Bacchus for that of the Cyclops, are probably 
connected with the mimic action introduced into their sicinnis. 
It is clear, however, that living sheep were introduced on 
the stage (vv. 188, 224), and certain supernumeraries, who 
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acted as servants of the chorus and were perhaps also in 
part atleast attired as satyrs, drive the cattle into the side- 
cavern or «Aéovov after the entrance of the chorus, for Silenus 
says to the satyrs (vy. 82), 

avynoar, &@ TéKv’, &vtpa & eis metpnped7j 

moiuvas aOpotca mpoomdAas KeAcvoaTe, 


and these mutes are dismissed from the stage with the order 
xwpetre. As only two or three of such attendants would 
be required for the purpose of driving the sheep, it is un- 
necessary to suppose with Schénborn that the same super- 
numeraries reappeared as the sailors of Ulysses. There 
would certainly not have been time for the complete change 
of costume required, during the four lines spoken by Silenus 
before he directly addresses the new-comers, who appear 
with xpwocot suspended from their necks immediately after 
the departure of the shepherds. The words of Ulysses 
(100), Sarvpwv mpds oixors tdévd SpytAov cicopd, are quite 
intelligible on the supposition that the chorus was in the 
orchestra near the front of the stage. And although he says 
in the plural éxdépere (137, 162), it is clear that Silenus 
alone enters the cavern, for he promises in his own person 
(168: dpdow 15’, ddtyov ppovricas ye SeororGv), and claims 
the reward for himself (192). The Cyclops on enter- 
ing from the right addresses the chorus, because Silenus 
has slunk away to the left with the Greek sailors. It is 
true that the chorus offers to take a part in the good work 
of blinding Polyphemus (471: ¢ddvov yap rotde Kowwvelv 
§édw), but it is clear that they do not leave the orchestra 
(635: iets pev éeopev paxpdrepov mpd trav Oupdy éorares) ; 
they excuse themselves with undisguised pusillanimity ; 
and Ulysses is obliged to rely on his own companions (650: 
toiat 0 oixelos Pidos xpHoOai we avayKn). When the deed 
is done, the chorus, ata safe distance, gives ludicrous misdi- 
rections to the blinded Cyclops, who knocks his head against 
the rock as he turns suddenly to the right at their bidding 
(v. 683).2 

1 Nauck reads ovxér: for odk eué, in v. 564; but even without this 


alteration there is no necessity for supposing that one of the satyrs is 
on the stage. 


342 ON THE REPRESENTATION OF CERTAIN 


That Polyphemus appeared as a giant is necessary to the 
plot of the piece, and something more than a cothurnus was 
required to give him such a height as would justify him in 
addressing Ulysses as avOpwrxe (316). How the exag- 
geration of stature was managed does not appear, but the 
experience of our own pantomimes shows that a very little 
ingenuity would produce all the necessary results. One 
thing seems quite clear —that his enormous mask was 
rather of the comic than of the tragic pattern, and that he 
was represented with a ludicrously extravagant mouth, like 
an ogre as he was. The chorus says to him (356), etpeias 
gpdpvyyos, ® Kixdw, avacrdmov 7d xethos, and the comic 
masks show that no limits were imposed on the dramatic 
artist in this respect. 

The gluttony of Hercules in the Alcestis, which, as we have 
seen, took the place of the satyric drama in the Tetralog 
to which it belonged, places that hero on a footing not 
altogether unlike that of Polyphemus in the Cyclops, and it 
is not improbable that his mask also partook of the comic 
character. A Hercules in this capacity is represented on 
a vase with a great loaf in one hand and a club in the other, 
and in full pursuit of a handmaiden who is running from 
him with a pitcher of wine.1 Without being quite so ridi- 
culous as this picture makes him, the Hercules of the 
Alcestis is represented as a wine-bibber and a gourmand in 
the house of mourning (747 sqq.), and must have reminded 
the spectators of the same demi-god as he had appeared 
in many Comedies. For the rest, the Alcestis is tragic 
enough, and the representation did not differ essentially 
from that of a regular Tragedy. The scene represents the 

alace of Admetus at Phere, which occupies the centre. 
The guest-chambers stand by themselves to the left of the 
palace (543: xwpis fevdvés ciow, cf. 546 sqq.). The cor- 
responding door to the right indicates the road to Larissa 
and the tomb of Alcestis (835: ép6ijv zap otipov, 7 “mi 
Adpicoav pepe, téuBov KardWe Eeordv €k zpoactiov). And 
while the left-hand periactos represents the approach from 
distant parts the other side-scene shows us the neighbouring 


Panofka, Mus. Blacas, Pl. xxvi. B; Wieseler, Supplement, Taf. a,. 
0. 26, 
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city of Phere, from which the chorus, which enters the orches- 
tra by the corresponding parodos, is supposed to come. 

Apollo comes forth trom the middle door (23: Xeiro 
peddbpov tavde pirtarnv oréynv), and probably leaves the 
stage by the left periactos (76), from whence also Thanatos 
had entered sword in hand (28); for as his functions were 
confined to the earth, there is no reason for the supposition 
that he ascended by the Charonian steps. From the middle 
door the handmaiden comes forth (137: GAN 79 dzadav 
ék Oduwv tis epxerat), and returns by the same opening 
(see v. 209), to announce that the chorus is at hand. This 
is of course the entrance for Admetus, Alcestis, and their 
children (244, cf. 410), who retire as they came (434). The 
same door is used for the entrances of Admetus (509) and 
the dead Alcestis (606), and for the exit of the former. 
Pheres comes and retires by the right-hand periactos (614, 
733). By the same way the funeral procession leaves the 
stage, for it is supposed to be accompanied by the chorus, 
who depart of course by the corresponding parodos (740, 
746). Hereules enters by the left-hand periactos (476), and 
is conducted to the €evaves at the left of the middle door 
(550). From this the servant (747) and he (773) reappear ; 
and Hercules goes straight to the tomb by the right-hand 
door (860), by which he returns with the veiled figure of 
Alcestis (1006). He does not meet the funeral procession, 
which re-enters the stage, as it had left it, by the periactos 
on the right (861). At the end of the play, Admetus re- 
turns to his palace; Hercules goes forth by the left periactos 
to encounter his Thracian adventure; and the chorus de- 
parts by the right-hand parodos. Although the chorus 
undoubtedly takes a part in the obsequies of Alcestis, 
there is no reason to suppose that it joins the procession by 
mounting the stage. A departure by the right parodos 
which was close to the right periactos, would sutlice to 
indicate the junction of the choreute with the actors and 
their attendants. 

We now pass on to the representation of the ancient 
Comedies. 

The most opposite opinions have been entertained 
respecting the scenery of the Acharnians; for while one 
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critic considers it necessary to suppose a total change of 
scenery from the Pnyx at Athens to the farm of Diczopolis, 
from this to the house of Euripides, and then again to the 
farm in the country ;! while another writer suggests that the 
Pnyx is represented by the orchestra, and that the curtain is 
not dropt till the assembly breaks up and the chorus enters 
v. 204), so that the scenery is entirely confined to the 
country ;? while a third concludes that the country place of 
Diceopolis was so near to Athens that it and the city might 
both be represented on the stage ;* it is held by the most 
recent authority that the scene is from first to last confined 
to Athens. This view of the matter seems to us to be 
supported by the words of the poet himself. At the point 
where the scene must change, if it changes at all, from 
Athens to the country, Diceopolis says distinctly that he 
will go within (ciowv) and celebrate the rural festival of 
Bacchus (v. 22). This can only mean that he enters the 
house already seen on the stage. Then it is clear that he 
is at Athens (év ’A@yvaios, v. 492), and at the Lenexa (v. 504), 
when he makes his final defence in answer to the chorus. 
Finally, it is expressly intimated that the market, which 
Diczopolis opens, is in the city itself, for the Megarian says 
on entering (v. 730): ayopa ‘vy ’A@dvais xatpe, Meyapetow 
dira, * All hail! Market of Athens, dear to the Megarians.” 
‘We have no doubt then that the scene is from first to last 
at Athens. The centre represents the house of Diczopolis, 
whose part is played by the protagonist, and the baleony 
above the centre door serves for the flat roof of the house 
from which his wife views the festive procession (v. 262: od 
6, 3 yivat, 6c po ard rod réyous). Diczopolis performs the 
ceremonies of the rural Dionysia at Athens, because, like 
the other country proprietors, he has been obliged to take 
up his abode in the city, and to acquiesce in the utter ruin 
of his farm, as he expressly says (v. 512: xapot yap éorw 
apréhia Kexoupeva). Of the two other main doors, that on the 
right represents the house of Euripides, that on the left of 
the house of Lamachus, who must be a near neighbour of 
Diczopolis (see vv. 1071 sqq.). The right-hand periactos 


1 Geppert, pp. 161 sqq. ? Genelli, pp. 257 sqq. 
3 Bockh, iiber die Lenden, p. 91. * Schonborn, pp. 307 sqq. 
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gave a view of Athens in the neighbourhood of the Pnyx, 
and the benches (évAa) are placed on that side of the stage 
for the committee-men and the other representatives of the 
assembly (see v. 25). The left-hand periactos represents 
first the road to Lacedemon (v. 175) and Megara (vy. 728), 
and it is turned to represent the road to Thebes (v. 860) 
At the beginning of the play, Diceopolis enters from the 
centre door and proceeds towards the right where he takes 
his place in the Pnyx. The herald, with the committee-men 
(xpurdveas), Amphitheus and the other citizens, enter (v. 40) 
from the door behind the right-hand periactos. From the 
same side the ambassadors appear (v. 61), and after them 
the ridiculous figure of Pseudartabas (v. 94), who, as “the 
king’s eye,” has a monstrous orifice in his mask, resembling 
the port-hole of an Athenian trireme with the leather-bag 
below to prevent it from shipping water (v. 97: doxwp’ exes 
mov mept Tov 6Oadpov kdrw). These are followed by the 
Thracian mercenaries (vy. 155), who steal the garlick of 
Diceopolis; and Amphitheus, who had been ejected by the 
Prytanes (vy. 58), reappears from the right (vy. 129), in order 
to cross the stage to the left (v. 182) with the commission 
to buy eight shillings’ worth of peace for Diczopolis. 
From the left periactos he returns (175) pursued by the 
Acharnians, who of course enter by the left-hand parodos 
(v. 204); Amphitheus continues his flight into the city, 
and Dicopolis retires to his own house, from whence he re- 
appears with his family (237). The chorus interrupt the 
festivities by actually throwing stones on the stage (284). 
The Acharnians are brought to terms by the production of 
the basket of charcoal, made to resemble a child & ovzap- 
ydvors, which Diceopolis fetches from his house (v. 331) ; 
and he also goes in to procure the chopping-block on which 
he is to plead his cause (v. 359: éwiEnvov eeveyxaov Gipale). A 
question arises as to the scene with Euripides. Many com- 
mentators, and even the latest writers on this play,} 
suppose that Euripides and his servant appear on the 
balcony or second story of the scene. But in this, as we 
think, they have been misled by the Scholiast, who has not 


1 See Brunck on y. 411, and Schénborn, p. 311. 
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understood the Greek of his author, and we conceive that 
the direct reference to the éxkixAyyua must be accepted 
as a proof of the fact that Euripides is shown in the 
interior of his house, but on the level of the stage. The 
words of the original run thus (vy. 394 sqq.) : 


AIK. mai mat. KH¢. tis obros; AIK. &dov &or’ Evpinlins ; 
KH®, ovx évdov Evdov eatly, ei ywauny Exes. 
AIK. mas évdov, eit’ obk &vdov; KH. 6p0ds, & yepov. 
6 vous pev iw cvdAAEywy ervAALA 
ovk evdov, avtds & evdoy dvaBadnv roe? 
Ttpaywdlay, AIK. @ Tpiowakdp? Evpiridy, 
68’ 6 SovAos obtTwot cops broxplverat. 
exxdAecov avtév. KH, GAN addvatov. 
AIK. GAN’ Sums. 
ov yap ay améAOow, GAAG Kd~wo Thy Odpav. 
Evpimidn, Evpimtiioy, 
imdkovooy elnep TéT0T GvOpdtov TWh. 
AtkaidmoAts Kade? oe, XoAActOns, eye, 
EYP. GAA’ ov cXOAR. 
AIK, GAN éxxuKdAgenr. EYP. agar abdtvarov. 
AIK. GAN Cuws. 
EYP, GAN exkuKAnoovar KxataBatve 8 ov cxXoAn. 
AIK. Evpimién. EYP. ti Ac€Aakas. AIK. avaBddny motels, 
etoy kataBadnv; ove €Tos XwAovs Totes. 


The meaning of this must be as follows: 


Dic. What ho! Crpx. Who’s there? Dic. Euripides within ? 
Cern. Within and not within, if you can think. 
Dic. How can he be within and not within? 
Cerru. Rightly, old man. His mind collecting scraps, 
Is all abroad, and so is not within; 
But he himself is making tragedy 
With feet reposed upon his couch at home. 
Dic. Thrice-blest Euripides, whose very slave 
Can act so well his master’s character! 
But call him out. 
Crru. It cannot be. 
Dic. It must; 
For I will not depart, but go on knocking. 
Euripides! Euripides, my boy! 
List to my words, if ever mortal man 
Secured your ear. “Tis Dicseopolis 
By deme Cholleides, who is calling you. 
Evr. But Ive no time. 
Dic. Well, let them wheel you round. 
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Ever. It cannot be. 
Dic. It must. 
Evr. Well, ll allow them 
To wheel me round, but I can’t leave my couch. 
Dic. Euripides! 
Eur. What say’st thou? 
Dic. Do you write 
With feet laid up, when you might set them down? 
You're just the man to be the cripples’ poet. 


This passage is plain enough to any one, who knows 
Greek ; but the Scholiast, who did not see that xataPaivew 
is to be explained by xaraBadyv opposed to avaBdédyy, and 
means merely to get off the couch or sofa, on which the 
tragedian was reclining, substitutes xareAGetv, and adds that 
Euripides daiverar ext rijs oxnvijs peréwpos. Independently 
of the plain construction of the Greek, the context shows 
that this was not the case. For first the eccyclema was not 
and could not be used on the balcony or second story of the 
stage; secondly, Dicweopolis knocks at the door until the 
interior is opened by the eccyclema; thirdly, Euripides gives 
the rags to his visitor, who must have been on a level with 
him to take them from his hands; and fourthly, when he 
wishes to relieve himself from the intruder he says (479), 
kAXele zyxTe Swudrov, which is the same sort of order as that 
by which Ajax in Sophocles (Ajaw, 581: aixae Oaccov. 
593: ob &vvépéc? Ss Tdxos ;) directs the closing of the inner 
view of his tent by wheeling round the eccyclema, We have 
no doubt therefore that the interior is similarly displayed on 
the level of the stage in the Acharnians. After his apolo- 
getic speech and the scene with Lamachus, Diczopolis retires 
into his house (625), and the parabasis follows. He then 
returns by the centre door and sets up the boundaries of his 
market (pou dyopas—probably ropes or poles) in the centre 
of the stage. The Megarian (729), the Beeotian (860), and 
the Attic farmer (1018) enter from the left: the sycophant 
(818), Nicarchus (908), the herald (1000), bridesman (1048) 
and the herald (1071) enter from the right. Lamachus and 
his servant (1179, 1190) of course return to the stage from 
the left. There seems to be no reason to suppose! that 


1 This is Schnborn’s opinion, p. 311. 
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there is another use of the eccyclema in order to exhibit the 
culinary preparations of Diceopolis. It is clear that he is 
outside, for he says (v. 1098), pep’ ew detpo, and (v. 1102), 
éxrjcw 8 éxet, so that his directions about the fire (vy. 1014) 
are addressed to his servants within, who are not necessarily 
visible. As Diceopolis is to sup with the Priest of Bacchus 
(v. 1887), he goes off to the city, i.e. by the right-hand door 
(v. 1142), and returns by the same way, supported by the 
dancing-girls (1198), having won the prize in the duuAa rod 
xods (1202). Lamachus is carried off to the right to the 
house of Pittacus, the surgeon, (1226); and shortly after 
Diceopolis makes his exit by the same door, for he is going 
to the King-Archon to receive his prize; and at the same 
time the chorus, whom he invites to follow him, go off by 
the right-hand parodos. 

After this specimen of the manner in which a Comedy 
was put on the stage, it is not necessary to discuss the 
performance of all the plays of Aristophanes. It is only 
necessary to mention that the upper story of the scene, or 
the balcony, is freely used in some of the plays, especially 
in the Birds and the Peace, and that there is a complete 
change of scenery in the following Comedies—in the Birds 
at v. 1565, where the city of Nephelococcygia is seen for the 
first time; in the Ecclesiazuse at v. 877, where it is clear 
that we are no longer in the neighbourhood of the house of 
Praxagora (see vy. 1125, 1128), which had formed the 
centre of the scene in the previous part of the play; in the 
Frogs, where the first act represents the house of Hercules 
and the Acherusian lake (1—270), and the second act the 
subterraneous regions with the palace of Pluto; in the 
Thesmophoriazuse, where the first act gives us the house of 
Agathon (1—279), and the second act the Thesmophorion ; 
and in the Lysistrata, where the first act gives us a street in 
Athens with the heroine’s house in the centre (1—253), 
and the second act exhibits the Acropolis with its propylea. 
In the last-mentioned play, as has been already intimated, 
there are four or five changes of the left-hand periactos. 
There is no change of scene in the Clouds; but Strepsiades 
and his son are shown in their beds at the beginning of the 
Comedy by means of an eccyclema, and it is expressly stated 
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that the phrontisterion of Socrates is managed by a parency- 
clema, that is, by a practicable building projected at the side 
of the stage,’ which admits of being destroyed at the end of 
the play. The xpeydpa, on which Sophocles is first seen 
(v. 218), was not a basket, for he says (225), depoBard, but 
a sort of shelf, connected no doubt with the balcony of the 
scene. 


1 See above, p. 271. 
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APPENDIX. 


ON THE ROMAN THEATRE. 
(From Schlegel’s Eighth Lecture.’ 


Roman Theatre. Native varieties. Atellane Fables, Mimes, Comeedia Togata. Greek 
‘Tragedy transplanted to Rome. Tragedians of the more ancient epoch, and of the 
Augustan age. Idea of a kind of Tragedy peculiarly Roman, but which never 
was realized. Why the Romans were never particularly happy in Tragic Art. 
Seneca. 


In treating of the Dramatic Literature of the Romans, whose Theatre 
is every way immediately attached to that of the Greeks, we have only 
to remark, properly speaking, one vast chasm, partly arising from the 
want of proper creative genius in this department, partly from the loss 
of almost all their written performances, with the exception only of 
a few fragments. The only extant works of the good classical age are 
those of Plautus and Terence, of whom I have already spoken as 
imitators of the Greeks. 

Poetry in general had no native growth in Rome.~ It was not till 
those later times, in which the original Rome, by aping foreign manners, 
was drawing nigh to her dissolution, that poetry came to be artificially 
cultivated among the other devices of luxurious living. In the Latin 
we have an instance of a language modelled into poetical expression, 
altogether after foreign forms of grammar and metre. This approxima- 
tion to the Greek was at first effected with much violence; the Grecism 
extended eyen to rude interpolation of foreign words and phrases. 
Gradually the poetic style was softened: of its former harshness we 
may perceive in Catullus the last vestiges, which however are not with- 
out a certain rugged charm. The language rejected these syntactical 
constructions, and especially the compounds, which were too much at 
variance with its own interior structure, and could not be lastingly 
agreeable to Roman ears; and at last the poets of the Augustan age 
succeeded in effecting the happiest possible incorporation between the 
native and the borrowed elements. But scarcely was the desired 
equipoise obtained, when a pause ensued: all free development was 
impeded, and the poetical style, notwithstanding its apparent eleva- 
tion into a bolder and more learned character, had irretrievably 
imprisoned itself within the round of the phraseology it had once 
adopted. Thus the Latin language in poetry enjoyed but a brief 
interval of bloom between its unfashioned state and its second death. 
With the spirit also of their poctry it fared no better. 

It was not by the desire to enliven their holiday leisure by exhibitions, 
which bear away one’s thoughts from the real world, that the Romans 
were led to the invention of theatrical amusements: but in the dis- 
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consolateness of a dreary pestilence, against which all remedies seemed 
unavailing, they first caught at the theatrical spectacle, as an experi- 
ment to propitiate the wrath of the gods, the exercises and games of 
the cireus haying till then been their only public exhibitions.. But 
the Histriones, whom for this purpose they called in from Etruria, 
were only dancers, and probably not mimetic dancers, but merely such 
as endeavoured to amuse by the adroitness of their movements. Their 
oldest spoken dramas, those which were called the Atellane Fables,: the 
Romans borrowed from the Oscans, the original inhabitants of Italy. 
With these Saturx (so calied because they were at first improvisatory 
farces, without dramatic coherence, for Satwra means a medley) they 
rested satistied till Livius Andronicus, more than five hundred years after 
the building of Rome, began to imitate the Greeks, and introduced the 
regular kinds of drama, namely, Tragedy, and New Comedy, for 
the Old was from its nature ineapable of being transplanted. 

Thus the Romans were indebted to the Etruscans for the first notion 
of the stage-spectacle, to the Oscans for the effusions of sportive 
humour, to the Greeks for a higher cultivation. In the comic depart- 
ment, however, they showed more original genius than in Tragedy. 
The Oscans, whose language, early extinct, survived only in those farces, 
were at least so near akin to the Romans, that their dialect was imme- 
diately intelligible to Latin hearers: for how else could the Atellane 
Fables have afforded them any entertainment? So completely indeed 
did they naturalize this diversion among themselves, that noble Roman 
youths exhibited the like performances at the festivals: on which 
account the actors, whose regular profession it was to exhibit the 
Atellane Fables, stood exempt, as privileged persons, from the infamy 
attached to other theatrical artists, namely, exclusion from the tribes, 
and likewise enjoyed an immunity from military service. 

Moreover the Romans had their own Mimes. The unlatin name of 
these little pieces certainly seems to imply an affinity to the Greek 
Mimes; but in their form they differed considerably from these, 
and doubtless they had local truth of manners, and the matter was 
not borrowed from Greek exhibitions. 

It is singular, that Italy has possessed from of old the gift of a very 
amusing though somewhat rude buffoonery, in extemporaneous speeches 
and songs with accompanying antics, though it has seldom been coupled 
with genuine dramatic taste. The latter assertion might easily be 
justified by examination of what has been achieved in that country in 
the higher departments of the drama down to the most recent times. 
The former might be substantiated by many characteristic traits, which 
at present would carry us too far from our subject into the Saturnalia 
and the like. Even of the wit which prevails in the speeches of 
Pasquino and Marforio, and the well-aimed popular satire on events of 
the day, many vestiges may be found even in the times of the emperors, 
who were not generally favourable to such liberties. More to our 
present purpose is the conjecture, that in the Mimes and Atellane 
Fables we perhaps have the earliest germ of the Commedia dell’ Arte. 


1[On the Atellane, see Varronianus, pp. 156 foll, ed, 111.) 
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of the improvisatory farce with standing masks. A striking affinity 
between these and the Atellanes appears in the employment of dialects 
to produce a droll effect. But how would Harlequin and Pulcinello 
be astonished to learn that they descend in a straight line from the 
buifoons of the old Romans, nay of the Oscans!! How merrily would 
they thank the antiquarian who should trace their glorious genealogical 
tree to such a root! From the Greek vase-paintings, we know that 
there belonged to the grotesque masks of the Old Comedy a garb very 
much resembling theirs; long trousers, and a doublet with sleeves, 
articles of dress otherwise strange both to Greeks and Romans. To 
this day, Zanni is one of Harlequin’s names; and Sannio in the 
Latin farces was the name of a buttoon, who, as ancient writers testify, 
had his head shorn and wore a dress pieced together out of gay party- 
coloured patches. The very image and likeness of Puleinello is said 
to have been found among the fresco-paintings of Pompeii. If he 
derives his extraction originally from Atella, he has his local habitation 
still pretty much in the old land of his nativity. As for the objection, 
how these characters could be traditionally kept up notwithstanding a 
suspension of ail theatrical amusements for many centuries together, 

a sufficient answer may be found in the yearly licenses of the carnival, 

and the fools’-holidays of the middle ages, 

The Greek mimes were dialogues written in prose, and not intended: 
for the stage. Those of the Romans were composed in verse, were 
acted, and often delivered extempore. The most famous authors in 
this department were Laberius and Syrus, contemporaries of Julius 
Cesar, He, as dictator, by his courtly request compelled Laberius, a 
Roman knight, to exhibit himself publicly in his mimes, though the 
scenic profession was branded with the loss of civil rights. Laberius 
made his complaint of this in a prologue which is still extant, and in 
which the painful feeling of annihilated self-respect is nobly and 
touchingly expressed. It is not easy to conceive how in such a state 
of mind he could be capable of cracking ludicrous jokes, and how the 
audience, with so bitter an example of a despotic act of degradation 
before their eyes, could find pleasure in them. Cssar kept his word: 
he gave Laberius a considerable sum of money, and invested him anew 
with the equestrian rank, which however could not reinstate him 
in the opinion of his fellow-citizens. But he took his revenge for the 
prologue and other allusions,? by awarding the prize against Laberius 
to Syrus, once the slave, and afterwards the freedman and pupil of 
Laberius in the art of composing mimes. Of Syrus’s mimes there are 
still extant a number of sentences, which in matter and terse concise- 
ness of expression deserve to be ranked with Menander’s. Some of 
them even transcend the moral horizon of serious Comedy itself, and 
assume an almost stoic sublimity. How could the transition be effected 
from vulgar jokes to such sentiments as these? And how could such 

t [ Varronianus, p. 163; above, p. 297.} 

2 What an inward humiliation for Cesar, could he have foreseen, that after a few 
generations, his successor in the despotism, Nero, out of a lust for self-dishonour,,. 


would expose himself repeatedly to infamy in the same manner as he, the first despot, 
had exposed a Roman of the middle order, not without exciting general indignation ! 
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maxims be at all introduced, without a development of human relations 
as considerable as that exhibited in the perfect Comedy? Agé all 
events, they are calculated to give one a very favourable idea of the 
mimes. Horace indeed speaks disparagingly of Laberius’ mimes, con- 
sidered as works of art, either on account of the arbitrary manner ip 
which they were put together, or their carelessness of execution. Yet 
this ought not of itself to determine our judgment against them, for this 
critical poet, for reasons which it is easy to conceive, lays much greater 
stress upon the diligent use of the file, than upon original boldness and 
fertility of invention. A single entire mime, which time however 
has unfortunately denied us, would clear up the matter much better 
than the confused notices of grammarians, and the conjectures of 
modern scholars. ; 

The regular Comedy of the Romans was mostly palliata, that is. 
exhibited in the Grecian costume, and representing Grecian manners. 
This is the case with all the Comedies of Plautus and Terence. But 
they had also a Comedia togata, so called from the Roman garb usually 
worn init. Afranius is mentioned as the most famous author in this 
way. Of these Comedies we have nothing whatever remaining, and 
find so few notices on the subject, that we cannot even decide with 
certainty, whether the togatz were original Comedies of home growth, 
or only Grecian Comedies recast with Roman manners. The last is 
more probable, as Afranius lived in the older epoch, when Roman 
genius had not even begun to stir its wings towards original invention; 
and yet on the other hand it is not easy to conceive how the Attic 
Comedies could have been adapted, without great violence, to a locality 
so entirely different. The tenour of Roman life was in general earnest 
and grave, though in personal intercourse they had no small turn for 
wit and joviality. The difference of ranks among the Romans had its 
political boundaries very strongly marked, the wealth of private 
persons was often almost regal; their women lived much more in 
society, and played a much more important part there than the Grecian 
women did; by virtue of which independence they also took their full 
share in the profligacy which went hand-in-hand with exterior refine- 
ment. The differences being so essential, an original Roman Comedy 
would be a remarkable phenomenon, and one that would exhibit this 
sovereign nation in quite a new point of view. That this was not 
effected in the Comedia togata, is proved by the indifference with which 
the ancients express themselves on the subject. Quintilian does not 
scruple to say, that Latin literature limps worst in Comedy. This is 
his expression, word for word, 

To come to Tragedy; we must remark in the first place, that in 
Rome, the acting of the borrowed Greek Tragedy was considerably 
dislocated by the circumstance, that there was no place for the Chorus 
in the Orchestra, where the principal spectators, the Knights and 
Senators, had their seats: the Chorus therefore appeared on the stage. 
Here then was the very incongruity, which we alleged as an objection to 
the modern attempts to introduce the Chorus. Other deviations also, 
scarcely for the better, from the Greek style of acting, a favourably 
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received. At the very first introduction of regular plays, Livius 
Andronicus, a Greek by birth and Rome’s first tragic poet and actor, 
in his monodies (viz. those lyric parts which were to be sung by a 
single person and not by the Chorus) separated the song from the 
mimetic dance, only the latter being left to the actor, while the singing 
part was performed by a boy stationed beside the flute player. Among 
the Greeks in their better times, both the tragic song and the rhythmical 
gesticulation which accompanied it were certainly so simple, that a 
single individual might do ample justice to both. But the Romans, it 
seems, preferred isolated excellence to harmonious union. Hence, at a 
later period, their avidity for the pantomimes, which attained to great 
perfection in the times of Augustus. To judge from the names of the 
most famous performers in this kind, e.g. Pylades and Bathyllus, it was 
by Greeks that this dumb eloquence was exercised in Rome, and the 
lyric parts, which were expressed by their gesticulative dance, were 
delivered in Greek. Lastly, Roscius, and probably not he alone, 
frequently played without a mask: of which procedure there never was 
an instance, so far as we know, among the Greeks. It might further 
the display of his art; and here again, the satisfaction which this gaye 
the Romans proves, that they had more taste for the disproportionately 
conspicuous talent of a virtuoso, than for the harmonious impression of 
a work of art considered as a whole. 

In the Tragic Literature of the Romans, two epochs may be dis- 
tinguished ; the older epoch of Livius Andronicus, Nevius, Ennius, 
also of Pacuvius and Attius, both which last flourished awhile later 
than Plautus and Terence; and the polished epoch of the Augustan 
age. The former produced none but translators and remodellers of 
Greek works, yet probably succeeded better and with more fidelity in 
the tragic than in the comic department. Sublimity of expression is 
apt to turn out somewhat awkwardly in an untutored language: it 
may be reached, however, by an efiort ; but to hit off the careless 
gracefulness of social wit requires natural humour and fine cultivation. 
We do not possess (any more than in the case of Plautus and Terence) 
even a fragment of a version from an extant Greek original, to help us 
to a judgment of the accuracy and general success of the copy: but a 
speech of some length from Attius’ Prometheus Unbound is nowise un- 
worthy of Aischylus ; its metre! also is much more careful than that of 
the Latin comedians usually is. This earlier style was brought to 
great perfection by Pacuvius and Attius, whose pieces seem to have 
stood their ground alone on the tragic stage in Cicero’s times and even 
later, and to have had many admirers. Horace directs his jealous 
criticism against these, as he does against all the other more ancient 
poets. 


1 But in what metres may we suppose these tragedians to have translated the Greek 
Choral Odes? Pindar’s lyric metres, which have so much resemblance to the tragic, 
Horace declares to be inimitable in Latin. Probably the labyrinthine structure of the 
Choral Strophes was never attempted: indeed neither Roman language nor Roman 
ears were calculated for it. Seneca’s Tragedies never take a higher flight from the 
anapests, than to a Sapphic or choriambic verse, the monotonous reiteration of which 
is very disagreeable. 


ON THE ROMAN THEATRE. 355 


The contemporaries of Augustus made it their ambition to compete 
with the Greeks in a more original manner; not with equal success, 
however, in all departments. The rage for attempting Tragedy was 
particularly great; works of this kind by the Emperoy himself are 
mentioned. There is therefore much to favour the conjecture, that 
Horace wrote his Epistle to the Pisos, principally with a view of deter- 
ring these young men, who perhaps without any true call to such a 
task were bitten by the mania of the day, from so critical an undertak- 
ing. One of the chief Tragedians of this age was the famous Asinius 
Pollio, a man of a violently impassioned character, as Pliny says, and 
who was partial to the same character in works of fine art. He it was 
who brought with him from Rhodes and set up in Rome the well- 
known group of ihe Farnese Bull. If his Tragedies bore but about 
the same relation to those of Sophocles, as this bold, wild, but somewhat 
overwrought group does to the still sublimity of the Niobe, their loss is 
still very much to be Jamented. But Pollio’s political greatness might 
easily dazzle the eyes of his contemporaries as to the true value of his 
poetical works. Ovid tried his hand upon Tragedy, as he did upon so 
many other kinds of poetry, and composed a Medea. To judge from 
the drivelling common-places of passion in his Heroides, one would 
expect of him in Tragedy, at best an overdrawn Euripides. Yet 
Quintilian asserts, that here he showed for once what he might have 
accomplished, if he had but kept himself within bounds, rather than 
give way to his propensity to extravagance. 

These and all the other tragic attempts of the Augustan age have 
perished. We cannot exactly estimate the extent of our loss, but to all 
appearance it is not extraordinarily great. In the first place, the Greek 
Tragedy laboured there under the disadvantage of all transplanted 
exotics: the Roman worship indeed was in some measure allied to that 
of the Greeks (though not nearly so identical with it as many suppose), 
but the heroic mythology of the Greeks was altogether indebted to the 
poets for its introduction into Rome, and was in no respect interwoven 
with the national recollections, as it was in such a multitude of ways 
among the Greeks. There hovers before my mind’s eye the Ideal of a 
genuine Roman form of Tragedy, dimly indeed and in the back-ground 
of ages, as one would figure to one’s self a being, that never issued 
into reality from the womb of possibility. In significance and form, 
it would be altogether distinct from that of the Greeks, and religious 
and patriotic in the old-Roman sense of the words. Truly creative 
poetry can only issue from the interior life of a people, and from religion, 
which is the root of that life. But the Roman religion was originally, 
and before they endeavoured to conceal the loss of its intrinsic substance 
by varnishing its outside with borrowed finery, of quite a different 
spirit from the religion of the Greeks. The latter had all the plastic 
flexibility of Art, the other the unchangeable fixity of the Priesthood. 
The Roman faith, and the ceremonies established on it, were more 
eamest, more moral, and pious,—more penetrating in their insight into 
Nature, more magical and mysterious than the Grecian religion—than 
that part of it at least which was exoteric to the mysteries. As the 


2a2 


856 ON THE ROMAN THEATRE. 


Grecian Tragedy exhibits the free man struggling with destiny, so the 
spirit of a Roman Tragedy would be the prostration of all human 
motives beneath that hallowing binding force, Religio,' and its revealed 
omnipresence in all things earthly. But when the craving for poetry 
of a cultivated character awoke in them, this spirit had long been 
extinct. The Patricians, originally an Etruscan school of priesthood, 
had-become merely secular statesmen and warriors, who retained their 
hereditary sacerdotal character only as a political form. Their sacred 
books, their Vedas, were become unintelligible to them, not so much 
by reason of the obsolete letter, as because they no longer possessed 
that higher science which was the key to the sanctuary. What the 
heroic legends of the Latins might have become under an earlier 
development, and what the colouring was that properly belonged to 
them, we may still see from some traces in Virgil, Propertius, and 
Ovid, though even these poets handled them only as matters of anti- 
quarian interest. 

Moreover, though the Romans now at last were for hellenizing in all 
things, they wanted that milder spirit of humanity which may be traced 
in Grecian History, Poetry,and Art, from the Homeric age downwards. 
From the severest virtue, which, Curtius-like, buried all personal incli- 
nations in the bosom of native land, they passed with fearful rapidity 
to an equally unexampled profligacy of rapacity and lust. Never were 
they able to belie in their character the story of their first founder, 
suckled, not at the mother’s breast, but by a ravening she-wolf. They 
were the Tragedians of the World’s History, and many a drama of deep 
woe did they exhibit with kings led in fetters and pining in the 
dungeon: they were the iron necessity of all other nations; the 
universal destroyers for the sake of piling up at last from the ruins 
the mausoleum of their own dignity and freedom, amid the monotonous 
solitude of an obedient world. To them it was not given to touch the 
heart by the tempered accents of mental anguish, and to run with alight 
and forbearing hand through the scale of the feelings. In Tragedy, 
too, they naturally aimed at extremes, by overleaping all intermediate 
gradations, both in the stoicism of heroic courage, and in the monstrous 
rage of abandoned lusts. Of all their ancient greatness nothing 
remained to them save only the defiance of pain and death, if need 
were that they should exchange for these a life of unbridled enjoyment. 
This seal, accordingly, of their own former nobility they stamped upon 
their tragic heroes with a self-complacent and vain-glorious profusion. 

Lastly, in the age of cultivated Literature, the dramatic poets, in the 
midst of a people fond of spectacle, even to madness, nevertheless 
wanted a public for Poetry. In their triumphal processions, their 
gladiatorial games and beast-fights, all the magnificence in the world, 
all the marvels of foreign climes were led before the eye of the spectator ; 
he was glutted with the most violent scenes of blood. ~ On nerves thus 
steeled what effect could be produced by the finer gradations of tragic 
pathos? It was the ambition of the grandees to display to the people, 


1 [Schlegel adopts ike old, but incorrect derivation of relligio from religare; see 
Varron, p. 482.] 
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in a single day, the enormous spoil of foreign or civil wars, on stages 
which were generally destroyed immediately after the use so made ot 
them. What Pliny relates of the architectural decorations of that 
erected by Scaurus borders on the incredible. When pomp could be 
carried no further, they tried to stimulate by novelty of mechanical 
contrivance. Thus a Roman at his father’s funeral solemnity had two 
theatres built with their backs resting on each other, each moveable 
on a single pivot in the middle, in such a manner, that at the end of 
the play they were wheeled round with all the spectators sitting in 
them, and formed into a circus, in which games of gladiators were ex- 
hibited. In the gratification of the eyes that of the ears was wholly 
swallowed up: rope-dances and white elephants were preferred to every 
kind of dramatic entertainment; the embroidered purple robe of the 
actor, Horace tells us, was received with a general clapping, and so far 
from attentive and quiet was the great mass of the people, that he 
compares their noise to the roar of the ocean or of a forest-covered 
mountain in a storm. 

Only one specimen of the talents of the Romans for Tragedy has 
come down to us: but it would be unfair to form a judgment from this 
of the lost works of better times : I mean, the ten Tragedies which pass 
under the name of Seneca. Their claim to his name seems to be very 
ambiguous : perhaps it is grounded only on a circumstance which ought 
rather to haye led to a contrary conclusion, viz. that Seneca himself is 
one of the dramatis persone in one of them, the Octavia. The learned 
are divided in their opinions on the subject. Some assign them partly 
to the philosopher, partly to his father the rhetorician: others assume 
the existence of a poet Seneca distinct from both. In this point all are 
agreed, that the plays are not all from one hand, but belong to different 
ages even. For the honour of Roman taste, one would fain hold them 
te be after-births of a very late ra of antiquity: but Quintilian quotes 
a verse from the Medea,’ which we actually find in the extant piece of 
that name, so that the plea will not hold good for this play, which 
seems, however, to be no great deal better than the rest. We find also 
in Lucan, a contemporary of Nero, the very same style of bombast, 
which distorts everything great into nonsense. The state of constant 
outrage in which Rome was kept by a series of blood-thirsty tyrants, 
led to similar outrages upon nature in rhetoric and poetry. The same 
phenomenon has been observed in similar epochs of modern history. 
Under the wise and mild government of a Vespasian and a Titus, and 
still more of a Trajan, the Romans returned to a purer taste. But to 
whatever age these Tragedies of Seneca may belong, they are beyond 
all description bombastic and frigid, utterly devoid of nature in character 
and action, full of the most revolting violations of propriety, and so 
barren of all theatrical effect, that I verily believe they were never 


1 The author of this Medea makes his heroine strangle her children coram populo, 
in spite of Horace’s warning, who probably when he uttered it had a Romau example 
before his eyes, for a Greek would hardly have committed this error. The Roman 
tragedians must have had a particular lust for novelty and effect to seek them in such 
atrocities. 
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meant to leave the schools of the rhetoricians for the stage. With the 
old Tragedies, those highest of the creations of Grecian poetical genius, 
these have nothing in common but the name, the exterior form, and 
the mythological matter : and yet they set themselves up beside them 
in the evident intention of surpassing them, in which attempt they 
come off like a hollow hyperbole contrasted with a most heartfelt truth. 
Every common-place of Tragedy is worried out to the last gasp; all is 
phrase, among which even the simplest is forced and stilted. An utter 
poverty of mind is tricked out with wit and acuteness. They haye 
fancy too, or at least a phantom of it; of the abuse of that faculty, one 
may look to these plays for a speaking example. Their persons are 
neither ideal nor real men, but misshapen giants of puppets; and the 
wire that sets them a-going is at one time an unnatural heroism, 
at another a passion alike unnatural, which no atrocity of guilt can 
appal. 

“ie a history, therefore, of Dramatic Art, I might have wholly passed 
by the Tragedies of Seneca, but that the blind prejudice in favour of all 
that remains to us from antiquity has attracted many imitators to these 
compositions. They were earlier and more generally known than the 
Greek Tragedies. Not merely scholars destitute of poetical taste have 
judged favourably of them, nay, have preferred them to the Greek 
Tragedies, but even poets have deemed them worth studying. The 
influence of Seneca on Corneille’s notion of Tragedy is too plain to be 
overlooked; Racine has deigned to borrow a good deal from him in his 
Phaedra (as may be seen in Brumoy’s enumeration), and nearly the 
whole of the scene in which the heroine declares her passion. 

And here we close our disquisitions on the productions of Classical 
Antiquity. 
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ON THE LANGUAGE, METRES AND PROSODY 
OF THE 


GREEK DRAMATISTS. 





I, LANGUAGE. 


ATTENTION has been already directed to the fact that the different 
origin of the dialogue and chorus in a Greek play is indicated by a 
corresponding difference of dialect, and that, while the dialogues 
represent the spoken language of the poet’s age and country, with 
some few traditions derived from the Ionic of the rhapsodes, the 
choruses are more or less tinged with the conventional Doric of 
lyric poetry. The basis, however, of the whole dramatic style of 
the Greeks was the Attic dialect of the period during which the 
great dramatists flourished; and while we have the older Attic in 
4ischylus, we find in Sophocles, Euripides, and Aristophanes all 
the characteristics of the middle Attic of Thucydides, and in the 
fragments of Menander and the other poets of the New Comedy we 
have the language of Athens as it was spoken by Demosthenes or 
written by Aristotle. In briefly noticing the successive changes of 
the tragic style, we shall begin with those Epic, AZolic, and | Doric 
peculiarities which are found in the dramatists, and then examine 
the standard of their Atticism. 


l—Epic Forms in the Dramatists. 


Besides the common forms £évos, pdvos, ydvata, xédpos, ddpi, 
Opaxes, (on, the dramatists wrote eivos, podvos, yovvara, Kovpos, 
Ooupi, Opnxes, Con. We also find ovvoua (Soph. Phil. 251), eidioca, 
eivexa (New Cratylus, § 277), etvadios (Eurip. Phen. 6), cai, craio, 
éhuia (see Porson, Pref. Hec. p. 4; Hermann, Pref. Ajac. p. 18), 
aieros, aiei OF aiev _(Pors. Pref. Hee. p. 4, and Herm. Pra. Hee. 
p. 21), ércopat, HEaa0s, moddés, by the side of the Attic ¢ dvopa, 
éAiooa, Eveka, évauos, Kd, KAd@, Adu, dETOS, del, EFOpAl, LETOS, TOAUS. 
The dative plural in -ou or -ow is used whenever the metre requires 
it. Aischylus does not hesitate to substitute a for v in the 3 pers. 
pl. of the optative middle, as in ékawfoiaro for ékaw{owro (Pers. 449). 
We have also occasional Ionisms like yyés for veas (Aisch, Pers. 
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424), iunv (Soph. Trach. 24), rewdy (ibid. 495), xiers (Asch. Choéph. 
678), tkwevos (Soph. Phil. 494), xovke@y (Soph. Aj. 730), AvOov 
(Eurip. Electr. 593), The pronoun generally used as the article 
appears in the oblique cases as a substitute for the relative (isch. 
Agam. 628, 642; Choéph. 596; Ewmen. 322, 878,919; Suppl. 262, 
301, 516, 579; Soph. Phil. 1112; Gd, Col. 35; Gd. R. 1879), and 
in the demonstrative use we have even roi d€ for oi 5¢ (Aisch. Pers, 
424). The use of vw for avréy is common enough, and we even find 
pw (Soph. Trach. 388). The reflexive odd is a perfectly general 
pronoun of reference in Aischylus (e. g. it is=av-rdv, Sept. c. Theb. 
451; avrov, Suppl. 502; adras, Sept. c. Theb. 846). It is extremely 
doubtful if opw can be used for of. In Adsch. Pers. 759, Soph. 
id. C. 1490, it may be understood as for odicw. It is also an 
open question whether such a form as edeewvds is allowable in the 
Greek dramatists (Pors. Pref. Hee. p. 7; Lobeck ad Soph. Aj. 421). 
The rare forms novxerepos (Soph. Antig. 1089) and pidioros (Soph. 
Aj. 842) may perhaps be regarded as Ionic. Also kpuéts for xpuBeis 
(4j. 1124). There can be little doubt that an epic tradition sug- 
gested the occasional omission of the augment in the speeches of 
the messengers (Matthia, Gr. Gr. § 160, Obs., see below, rv. 1). 
Uncontracted forms such as evpoos, vdos, péeOpov, are sometimes 
though very rarely found in the dramatists. Valckenaer rejects the 
particle 7d¢€ for cai (ad Phen. 1683), but it occurs more than ten 
times in Aischylus, in two fragments of Sophocles (845, 493, Dind.), 
and in Euripides, Hec. 323, Herc. Fur. 30. 


IL— Holic Forms in the Dramatists, 


The most common /Molism is the substitution of eda for pera in 
compounds, such as meddpotos, meSdopos, medaixpcos, and this occurs 
even in dialogue (isch. Prom. 711; Choéph. 843; see Valcken. ad 
Eurip. Pheniss. 1034). We have also paoowv (Asch. Pers. 432, 
694; Agam. 584), ykvocwy (Aristoph. ap. Etym. M. p. 235), and 
similar forms, if these are to be regarded as Aolisms. A more 
decided instance is supplied by dpaviay, which the metre requires 
in the Suppl. 788; cf. Alceus: ver pév 6 Zevs, ex 8 dpav@ péyas 
xesov. And see Buttmann, Lexil. p. 200, Engl. Tr. 


Iil.—Doric Forms in the Dramatists. 


In the choruses, for the reasons already given, a certain amount 
of Dorism is invariably found, such as the substitution of a for y, 
e.g. vedras for vedtns, parnp for pnrnp, matpi@ray for matpi@rny, 
diddpav for 8:ddpnv; also vupav for vunpdwr, vuppar, BapvBpeuera 
for BapuBpepérao, BapyBpeperov, and the like. 
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In the dialogue we have ’A@ava, dSapds, Exatt, Kapavoy, apape, 
yapopos, ydrroros, yaOovca, éxaBddos, Kuvayds, wodayds, hoxayds, 
Evvayos, omadés (Pors. ad Orest. 26; Valcken. ad Pheniss, 11, 
1113; Hippol. 1092, &c.), dpape (Pors. ad Orest. 1823; Valcken. 
ad Hippol. 1090). Some Doric forms peculiar to Aischylus have 
been ascribed to his familiarity with the dialect of Sicily (above, 


p- 97). 
IV.—The Attic Dialeci of the Tragedians, and Aristophanes, 


(1) As a general rule the augment is always prefixed in the in- 
definite tenses of the indicative mood in the dialogue of Tragedy 
(vide Porson, Prof. Hec. p. iv., cf. Wellauer ad disch, Pers. 302). 
There are some few exceptions, as in the case of xpyv, avwya, 
xabeCounv, kaOnuny, &c. (Pors, Suppl. Prof. Hec. p. xvi.) When the 
verb begins with the diphthong ev- the temporal augment is rarely 
expressed ; thus etpoy and evpynxa are more common than nipor, 
nvpyka (see Donaldson, Gr. Gr. p. 196, note). We have both 
cixaca and jaca, and the forms cikafov, efecacpéeva, &c. are 
supported by the best authorities. We have also both dyjkooa and 
dvahooa (cf. Valcken. ad Phen, p. 222; Hermann, ad Soph. Aj. 
1049). It has been suggested by Matthia (§ 160, Obs.) that the 
occasional omission of the augment in long speeches by the mes- 
sengers may be explained by the narrative and epic character of 
these descriptions, but even here it is limited to the beginning of a 
line or of a new sentence; and Hermann (Pref. Bacch. pp. L—1Lv) 
has given the following special rules for the cases in which the 
augment may be omitted: 


“ Prima est : verbum fortius, in quo augmenti accessio anapestum 
facit, in principio versus positum, addi augmentum postulat : 


eyévovto Anda Geariads tpeis mapbevor. 


“Secunda: verbum fortius, in quo augmenti accessio non facit 
anapestum, in principio versus positum, carere potest augmento; 


, > 37f7 
atynce & aiénp’ 
krumnoe pev Zevs xOdmos* 
maiovr , €Opavov" 
mintoy & en’ adAnAowtw* 


“Tertia: ejusdemmodi verbum, si incipit sententiam, videtur 
etiam in medio versu carere augmento posse: quale foret illud, ea, 
qua, supra dictum est, conditione: 


yupvovvto dé 
mAevpal orapaypois. 
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“Quarta: verbum minus forte, sive facit augmenti accessio 
anapestum, sive non facit, in principio versus positum, si ultra 
primum pedem porrigitur, caret augmento: yoaro* Oavger. 

“ Quinta: ejusdemmodi verbum si non ultra primum pedem 
porrigitur, ut detracto augmento parum numerosum, aut vitatur, ut 
kdves, aut cum alia forma commutatur, ut cade cum kadel.” 


There can be no doubt that the omission of the augment in the 
choruses is an incident of the dialect in which they are supposed to 
be written (see Monk ad Alcest. 599). On the augment in general, 
see Donaldson’s Greek Grammar, pp. 194, 201, 248. 


(2) The more genuine forms in -oo, as mpdoow, éhdooor, are 
preferred to the later forms in -rr, as mpdrt, eAdrrev, though the 
more recent form is occasionally found; thus we have mparro 
(Soph. Ant. 564), €Xarroy (Soph. Electr. 998), kpeirtray (ibid. 1465), 
arrov (Eur. Hec. 274) (see Valcken. ad Lurip. Phen, 406, 1888). 


(8) Similarly, a@ponv and 6apo@ are preferred to the later assimi- 
lation Gppyv and Oappe (see Porson ad Eurip. Hec. 8; Phen, 54). 


(4) The second person singular of the pres. and fut. indic. middle 
or passive is generally contracted from -eat into -ex in the older 
Attic, and this form is invariably found in the fut. dyer, and in the 
pres. BovAer and ote, which are thus distinguished from the subj. 
BovAn and otn; the form -e is also to be preferred in Aristophanes ; 
but -7 is most common in the MSS. of the tragedians (Donaldson, 
Gr. Gr. p. 253). 


(5) In the past tense of ofda, the forms 7dev, 7ders, Her or HOew 
are more common in the tragedians than 76, 76ns, or 7éna6a. The 
dual and plural are jjorov, nornv, 7Seyev OF oper, yore, 1 OeLoay OF 
njoav. The perfect €ovka makes in the plur. €ovypev and et£aor. 

(6) Porson remarks (ad Med. 744) that the tragedians never 
substitute the verb in -vw for that in -vyu, and that this change 
very rarely occurs in the Old Comedy. He also denies (ad Orest. 
141) that the dramatic style admits of such forms as rifeis, Evveis, ec. 
for ri@ns, Evvins, &c. But in order to sustain this rule it is necessary 
to alter the text in several passages (see Buttmann, Ausfiihri. 
Gr. Spr. p. 523; Matth. Gr. Gr. § 201, 1, note; cf. § 212, 7). 


(7) In the imperf. of the substantive verb, the tragedians used to 
write 4, #06a, jv (Cobet, Nove Lectiones, p. 187). 

(8) The forms kAys, KAjApov, KAy, &c, are more common in the 
dramatists than kAels, KAetOpoy, kdetw, &c. Similarly, nouns in -evs, 
as Baowteds, inmevs, form their nom. pl. in js, as Bacwas, immps. The 
accus, pl. of these nouns ends in -éas, but we have tous re diaadpyas 
éAéocas Baowdeis in Soph. Aj. 3838, and it seems not improbable 
that we ought to restore doveis for @oveas in Aisch, Ag. 1296. 
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(9) The following is the declension of vais in the dramatists: 


Sing. fi. 
N. V. vais vaes, NES 
: vads, ynds, veas vad?, vN@V, veav 
D. val, vni vavot 
A. vady, vad, véa vas, véas, vavs 


(10) In the second declension we have often -ews for -aos, as in 
vews for vads, tkews for (Acos, Mevédews for Mevedaos, &c. 


(11) Both md¢os and wA€ées are common in the dramatists, 


(12) The gen. pl. of yévv is not only yovdrwy or youvarwy, but ° 
also yotvev; ddpv has gen. Sopds, dat. dopi, lon. Soupi; yeip has 
both yerpds and yepos, &e. 

(13) The proper names ’AméAN@v and”Apns have the following 
peculiarities of inflexion: ’AméAA@y, acc. Amd\Nova and ’ATOAK@ ; 
“Apns, gen. ”"Apeos, dat.” Apex, accus. "Apny and ”Apy. 

(14) There are many passages in Sophocles where dvo is required by 
an elision or the necessity for a short syllable; none, excepting about 
four, where the word occurs at the end of a line, in which the form 
dv would be admissible. The form dvoiv, on the other hand, seems 
preferable to dveiv. 

(15) In the pronouns we have keivos as well as éxeivos; oéOev as 
well as gov; and Grov, 6rw, Gros are preferred to obtwos, pri, 
oir tol. 

(16) In the verbs the genuine forms of the imperative plural are 
retained; thus we have dpevrey instead of dpdracay, émyaipdvrev 
instead of émyaipérwoar, apaipeicbwr instead of adaipeicOwcar, 
tunrecbav instead of rurrécbaaay, Ke. 

(17) Verbs of which the future ends in -dca, -eca, -icw, -o7w 
drop the o and contract the resulting syllables. Thus we have 
oxe5d, Kah, oikTl@, dpodpa, for cyxeddo@, Kadécw, oiktica, 
éudcopa. But this contraction does not take place when the syllable 
preceding the -dcw, -eow, &e. is long by nature or position. Thus we 
never adopt this contracted form for dripacw, dpkéca, aivéca, &c. 


(18) The genuine forms of the reduplication are preserved in 
ylyvopa and yvyyaoxe, and there seems to be no sufficient reason 
for ever substituting the later yivoua: and ywecke in the texts of 
the dramatists, 


(19) Verbals in -ros retain or omit the o between the root and 
termination, according to the caprice of the poet: thus we have 
adauaros in Soph. Gd. T. 205, 1315, but ddapacros in Aj. 445, 
seemingly from the exigencies of the metre in the former cases, 
There is a distinction of meaning in yvwords, “ intelligible,’ and 
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yvords, “known ;” but we have @yvworos, adkhavoros, evyvwatos, 
axépeotos, maykAavoros Without any difference of signification by 
the side of @yvwros, akdavtos, ev-yvwros, axdpetos, maykAautos, Which 
are also supported by MS. authority. Some of these verbals, as 
Heumros, mioTés, Urorros, are used with an active as well as a passive 

signification (see Porson ad Hec. 1117). 

(20) Both dviw and dvire are found in the dramatists, the former 
more frequently, though Porson prefers the latter (ad Phen. 463, 
Hec. 1157, cf. Hermann ad Soph. Electr. 1443). 

- (21) In the particles we may notice the forms évy for ctv, és for 
eis, €ow for eiow, evi for év, amai, diai, bai for dad, did, ind, as 
occurring either regularly or occasionally in the dramatists. We 
have eiy “Acdov Sdpors in Soph. Antig. 1226, and eivadwos, ib. 346. For 
evravOot, Which is sometimes found in the text, we should read évredOey 
or evravéi (see New Cratylus, § 139); and when ovvexa appears as 
a preposition, it should be changed into eivexa (N. Crat. § 277). 
For avéts we have both aris and adre. It is doubtful whether peypis 
occurs in Greek Tragedy (see the commentators on Soph. 47. 568). 

(22) Porson lays it down that the tragic writers preferred 
exGaipa to éxOpaiva and icyaive to icxvaive (ad Orest. 292; Med. 
555); but the MSS. sometimes give such forms as ¢yOpavet (Soph. 
Antig. 93), éxOpavréos (Aj. 664), icxvaive (Aisch. Prom. 269, 380; 
Eum. 267, &c.) It is also proposed to substitute rvevper for mhevpov 
in those passages in which the MSS. give the latter (Pors. ad Hur. 
Orest. 271); kvdwrw is considered more Attic than yvarro, though 
the MSS. vary (see commentators on Soph. 47. 1010); and though 
pixpds is sometimes required by the metre, there can be no doubt 
that opixpés is much more common in the dramatists (see Hermann 
ad Soph. Electr. 1113; Elmsley ad Eur, Med. 361). 

{23) Compound adjectives in -os are generally of two genders 
only, and the same is frequently the case with adjectives in -ipos; 
but if there is any possibility of a doubt as to the gender, the 
feminine inflexion is used ; thus we have dAkiua 6eds when a goddess 
is intended (Soph. 4/. 395); but it would have been ddkipos ed. 
Adjectives in -ds, -ddos, are properly feminine only; but they are 
used even with neuter nouns, as pavdow Avoonpact, Spoudor 
Brepapors (see Pors. ad Orest. 264). 

(24) The -: of the dative must not be elided in dramatic poetry 
(see Lobeck ad Soph. Aj. 802, p. 350, ed. 2). The same rule 
applies to ri, rt, and zrepi. 

(25) The elision of -e in a verbal termination before the particle 
a is extremely rare (Elmsley ad Eurip. Med. 416), 

(26) Diphthongs are not elided, but form a crasis with the follow- 
ing vowel; except ot’ as for otpor ws. 
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(27) The following are the most usual crases in Attic Greek 


poetry : 
(a) Crasis of the Article. 


o+a=d, as 6 dvnp = avip, TO GAXNo=TaAXo, TO dpytpiov = rdpyvptov. 
o-+e=ov, as 6 e£=o0v8, 6 éxiSouledoy = obniBouNevay, TO €vTEpoy = 
TouvTepov. 
o+n=n, as Td poy = Oijpiov (Arist. Lys. 115). 
o+t=o1, aS TO ipdtiov=Ooipdrioy (which is the only example of 
this crasis). 
o+o=ou, as To bvopa= rovvoua. 
o+v=v, as TO bdap= bvdap (Crates ap. Meinek. 11. 238). 
o+a=at, as 76 aipa = Gaipa, TO atrvov = rairtoy. 
o+av=av, as 6 aités=airtds, To adté=Taird. 
o+or=, as 6 oifupés= alupos. 
n+a=4G, as 7 apery = dpern, Th dperi = Taper. 
7 (or nit e=n, as 7 €un=npn, H evoeBera = nuoeBera, TH eH = THB 
ou+a=a, as Tov aydpos = rav6pos, TOU avTov=TavTov, Tov ‘Ayapep- 
vovos = Tayapevovos. 
ou+e (or o OF v)=ov, as Tov €HOU = Toupod, TOU exeiOev = rovkerber, 
Tov dveiSovs=TovveiSous, Tod Udaros = Oovdaros (but some read 
Ovdaros, see Arist. Lys. 370). 
ov-+n=n, as, Tov Mrtou = Aidiov. 
ov-+ouv=ovu, as Tov ovpavou = Toupavov. 
@+a=a, as TO dvaxrt = Tavakrt. 
o+e (or 0)= @, AS TO EUO=TOUG, TO dveipe =Taveipo. 
o@+1=@, as TO ipario = édpario. 
av or o+ra= a, as ol dvdpes = dvdpes, at dpetai = dperat, of av’toi= 
avroi. 
ot +e=ou, as of enol =ovpol, of év=ovtv. 
au+e=a, as ai exkAno tar = aikkAnoia. 
a+a (ore or au) = =a, as Td a@\\a= TaAXa, Ta ad’Ta = Tavrd, Ta ¢K=TAK, 
but ra aicxpa=raicypa, for which some read rdoypa (Eurip. 
Troad. 384; Hippol, 505). 
ato (or @ OF oe OF ov)= @, as Ta érha=Oorha, Ta opvea=Twpvea, 
Ta oifupa=tatupa, ra oupavia = T@pavia, TO oikidvoy = THKiOLov. 
The crasis of the article with érepos exhibits the following forms: 
Sing. drepos, drépa, Oirepov, Oarépov, Oatépa, Odrépa. 
Plur. d Grepo., Grepat, Oarepa. 


(b) Crasis of kai, 


Before a, at, av, et, €v, L, 1), Ot, ov, v, ®, the crasis of Kat is formed 
by striking out au; as kayabs, Kalo, Kavros, keis, Kevdis, 
xixerevere, ~ yihews, XM Xl, kov, xvdaros, xuTEp, xoTUx. But wat 
eira= kara. 
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kai +€=ka OF xa, aS Kal €rL=KarL, Kal Erepos = xarTepos. 

kaito=ke (or xo), as cal d€0=KokU, kai bcu= xdoa, kal 6= XG, 
kai dotis=yxeorts; but this crasis does not take place with 
the simple relative és. 

(c) In other words the crasis is generally regulated by the forms 
given under the crasis of the article; thus we have d&i@ éya=ahio 
ya, & dvOpwre = dvOpwre, dyopa év=dyopa ’y, ey oiba = éya8a, ey 
oipar=éy@uat, Tot Gpa=rapa, Tot dv=rTay, pou EoTL=povoTt, TEpt- 
bWopuat dred Odvra = rreptoopamed Odvra (Aristoph. Ran.509), 6 e€epa 
= ov£ep, dy €opar apa = dn £opnapapa (Acharn, 325), ei émiraoperba= 
et “rirafdpecOa, ‘Eppa éeumodaie=‘Eppa ‘prodae, pov apedAys= 
papérns (Soph. Phil. 903), paxpod dmromatcw = paxpov roravca, 

(28) Synizesis, which is incipient contraction or crasis, and pro- 
duces the effect of one of these without representing it to the eye, 
occurs either in the same word or between two words. 


(a) In the same word, as in 


ea pronounced ya in doveas, &e. 
ED. 5s ssinous = YO « se Oeub, en 
ED eoceocces YO a» TONEOS, Gots 
UO scucccess WOjse) OUGIN. re 


(b) Between two words, as in 7 ov, pi od, éret ov, py eidevat, 7} 
elddras, éyo eipt, éy® ov, irtw “Hpakdys, & Evpuridy, in which the 
effect is that of an improper crasis. 

(29) There are a few instances of arbitrary doko in the Greek 
dramatists ; thus we have wad for wave (Arist. Hqu. 821), diaw for 
diawve (sch. Pers. 1083), du for dua (Arist. Vesp. 570). 

(30) The syntax of the dramatists is that of the best Attic writers, 
end must be learned in extenso from a good Greek grammar. 


I. TRAGIC AND COMIC METRES." 


The principal verses of a regular kind are Iambic, Trochaic, and 
Anapestic. 

The scansion in all of them is by dipodias or sets of two feet. 
Each set is called a Metre. 

The structure of verse is such a division of each line by the words 
composing it as forms a movement most agreeable to the ear. 


1 [This account of the ordinary metres of the Greek drama was drawn 
up in 1827 by the late Rev. James Tate, for many years the earnest and 
successful master of Richmond School, Yorkshire. If the student desires 
to see my views on the subject, together with all that I have to say 
respecting the choral metres of the Greeks, I can only refer him to the 
Sixth Part of my Greek Grammar.—J, W. D.] 
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The metrical ictus, occurring twice in each dipodia, seems to have 
struck the ear in pairs, being more strongly marked in the one place 
than in the other. Accordingly, each pair was once marked by the 
percussion of the musician’s foot. Pede ter percusso is Horace’s 
phrase when speaking of what is called Iambic Trimeter. 

Those syllables which have the metrical ictus are said also to be 
in ars?, and those which have it not, in thes?, from the terms dpous 
and @go1s: the latter is sometimes called the debilis positio, 


I.—The Tragic Trimeter. 


1. The Iambic Trimeter Acatalectic (i.e. consisting of three 
entire metres), as used by the tragic writers, may have in every 
place an Iambus, or, as equivalent, a Tribrach in every place but 
the last; in the odd places, Ist, 3rd, and 5th, it may have a 
Spondee, or, as equivalent, in the Ist and 3rd a Dacty]l, in the first 
only it may have an Anapest. 

This initial Anapest of the Trimeter is hardly perceptible in its 
effect on the verse: in the short Anacreontic, 


Mecovuxtiows ro’ Spats 
Srpeherar br “Apxros Sn, k.T.r, 


it evidently produces a livelier movement. 


A Table of the Tragic Trimeter. 
£ 2 3 4 5 6 


— — — — Ve —_— A _ Ss —_— I'S 
a —~— Ve SSS V_“e 


SN NY —_—S 
—“S 


_ Verses containing pure Iambi (a), ‘I'nibrachs in Ist, 2nd, 8rd, 4th, 
and 5th places (b, c,d, e, /), Spondees in Ist, 3rd, and 5th (4), 
Dactyls in Ist and 38rd (h, 7), Anapest in Ist (j), are given by 
‘Gaisford in his Hepheestion, p. 241, or may be read in the following 
line of the Bdipus Rex: 

a 8. 6 maor Kdewds Oidirous Kadovpevos. 

b. 112. mérepa & ev olkos }’y dypois 6 Adios. 

¢C. 26. Péivovca 8’ ‘ay ats Bovvopors, TOKOUTL Te. 

d. 568. mas ovy 160 obros 6 codds ovK ida rade; 

e. 826. unrpds Cvynvat, kal matepa KataKraveiv. 

f. 1496. ri yap Kak@v a@meott; zév warépa ratnp. 

2B 
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g. 30. “Audns orevaypois kal yéots mAouri¢erat. 
h, 270. pyr’ dporov avrois ynv amévat twa. 

i. 257, avipds y¥ apiorov Baoiéws 7 dd@déTOS. 
je 18. iepijs: eye pev Zyvds: oide 7 nOcav... 


2. The last syllable in each verse appears to be indifferently 
short or long: and even where one line ends with a short vowel, a 
vowel is often found at the beginning of the next, as in Gd. R. 
MV, ls) Os aise War Ge 

Sometimes, however, one verse with its final vowel elided passes 
by scansion into the next, as Gd. Col, vv, 1164-5, 


Soi haciv avrév és Adyous eAOeiv poddvr” 
Aireiv, amedOciy r dopadas ris Sedp’ ddov. 
The case is thus restricted by Porson ad Med. 510: Vocalis in 
fine versus elidi non potest, nisi syllaba longa precedat. (On this 


curious subject, consult Hermann’s Hlementa Doctrine Metrice, 
Lips. 1816, Glasg. 1817, p. 36 =22, 3.) 


3. Besides the initial Anapest (restricted, however, as below’) in 
common words, in certain proper names, which could not else be 
introduced, the Anapest is admitted also into the 2nd, 3rd, 4th and 
5th places of the verse. 


(2nd.) Iph. A. 416. nv Ipvyévecay dvopates ev ddpors. 

(8rd.) Gd, Col. 1317. réraprov ‘Imropedovr’ améoreihev marnp. 
(4th.) Gd. R. 285. paditora Soi8o Tetpeciay, map ov tis ay. 
(5th.) Antig. 11. epoi pév oddeis piOos, ’Avriydyn, Pirov. 


In all these the two short syllables of the Anapest are inclosed 
betwixt two longs in the same word, and show the strongest as well 
as the most frequent case for the admission of such a licence. (‘The 
nature of this licence will be considered in a note (C) ch. xvm. on 
the admission of Anapests into the Iambic verse of Comedy). 

In the few instances where the proper name begins with an 
Anapest, as Meveédaos, Ipidpov, &c., those names might easily, by 
a different position, come into the verse like other words similarly 
constituted. Elmsley, in his celebrated critique on Porson’s Hecuba, 
ed. 1808, considers all such cases as corrupt. (Vid. Edinburgh 
Review, Vol. x1x. p. 69.) Porson’s judgment seems to lean 


1 This Anapest in the tragic is. generally included in the s me word; 
except where the line begins either with an article or with a preposition 
followed immediately by its case. Monk, Mus, Crit. 1. p. 63. 


Philoct. 754. rdv trov xpédvov... 
Orest, 888. em rede 8 iyydpevor... 
Iph. A. 646. map’ euol... 
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the other way. At all events, the whole Anapest must be con- 
tained in the same word. (Vide Hecub. Porsoni, London, 1808, 
p. xxiii=p. 18; Huripid. Porsoni a Scholefield, Cantabr. 1826. 
To these editions only any references hereafter will be regularly 
made.) 


IL.—The Comic Trimeter, 


besides the initial Anapest which it takes with less restriction, 
admits the Anapest of common words in all the other places but 
the last: it admits also the Dactyl in 5th. 


Vesp. 979. xaraBa, xardBa, | xardBa, xaraBa, | karaBjocopa, 
Plut. 55. mvOoipe? ay | rov xpnopor 7| pov ore voei. 


In the resolved or trisyllabic feet one limitation obtains: the 
concurrence of —W~ or ~ ~~ and ~~ — in that order never 
takes place. The necessity for this will hercafter be seen, note (A), 
ch, xv. 


A Table of Scansion for the Trimeter, both Tragic and Comic. 


I 2 3 4 5 6 
a 
Ye Vw a YY Ad Ve 

| 
-_ — — — = —-. 
—wweJ —VYw 
V_—VS— 
Proprii Vee | See eS Ow — |] MY —)S—OCONNoonr. 
Apud —~~  Comicos. 
we Vw Ye -_—~VS_— 


Ill.— The Structure of the Iambic Trimeter. 


is decidedly Trochaic. 


1. The two principal divisions of this verse, which gave the 
Trochaic movement to the ear, and continue it more or less to the 
close, take place after two feet and a half (M), or after three feet 
and a half (N), with the technical name of Ceswra. One or other 
of these divisions may be considered as generally necessary to the 
just constitution of the verse, the form M however being more fre- 
quent than the form N, nearly as four to one: 

(M) Gd. R. 2. rivas rof eSpas | rdod_e por Oodgere. 
(N) 3. ixrnpios krddorow | eSeoreppevor ; 
B 2 
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The four cases of the Cxsura (M), and the eight cases of the 
Cexsura (N), as exemplified by Porson, are given below from the 
Suppl. ad Prefat. pp. xxvi, xxvii=21, 221 

2. The two minor divisions, which give or continue the Trochaic 
movement, frequently occur after the first foot and a half (L) of 
the verse, and before the last foot and a half (R), called the final 
Cretic (—~—). 


L) Gd. R. 120. 16 rotor; | év yap méAN’ dv e€etpor pabeiv, 
) 121. dpyjv Bpaxetay ei AdBowper | eAmidos. 


The former of these divisions (L), though not necessary, is always 
agreeable. The latter (R) requiring ~— and rejecting —— in 5th, 
takes place not only in such a simple structure of words as that 
above given, but under circumstances more complex, which will be 
explained in note (B), ch. xvi., on the Cretic termination. This 
delicacy of structure was discovered by Porson, who gave the name 
of pausa to it, p. XXxli= 27. 





1 Nunc de Czsuris rideamus. Senarius, ut notum est, duas precipuas 
cxesuras habet, penthemimerim, et hephthemimerim, id est, alteram quam 
voco A, que tertium pedem, alteram, que quartum dividat. Prioris 
cesure quatuor sunt genera: primum est quod in brevi syllaba fit; 
secundum, quod in brevi post elisionem; tertium in longa, quartum in 
longa post elisionem. 


Hec. 5. (A a) Kiviuvos éoxe | Sop) weceiv “EAAnUIKS. 
11. (Ab) Marnp ty’ ef ror’ | *IAtov telxn Teco. 
2. (Ac) Auroy i’ “Aidns | xwpls @xiotas Bear, 
42. (Ad) Kal redera: Tov8’ | ob8 adapntos pidwr. 
Alterius cesure, quam voco B, plura sunt genera. 

Primum, cum in fine disyllabi vel hyperdisyllabi occurrit sine elisione ; 
secundum, post elisionem; tertium, cum brevis syllaba est enclitica vox; 
quartum, cum non est enclitica, sed talis que sententiam inchoare nequeat ;7 
quintum, cum vox ista ad precedentia quidem refertur, potest vero 
inchoare sententiam; sextum, cum syllaba brevis post elisionem fit. Duo 
alia cesure hujus genera ceteris minus jucunda sunt, ubi sensus post 
tertium pedem suspenditur, et post distinctionem sequitur vox mono- 
syllaba, vel sine elisione, vel per elisionem facta. i 


Hee. 1. (Ba) “Hew vexpov revOudva | kal oxdrov miAas. 

—— 248. (Bb) MoAdA@y Adyav ecdphual? | date uh Oaveiv. 

— 266. (Bc) Kelvyn yap édAecev vw | eis Tpolay 7° ayer. 

—— 319. (B d) TipBov dt Bovaoluny by | akiovmevor. 

Soph. El. 530. (Be) ’Erel rarhp otros obs | dv Opnvers del. 

Phil. 1304. (B f) AAW ob7’ éuol Kadrdy 768 | early obre col. 
ZEsch. Theb. 1055. (B g) ’AAN bv wéAts orvyel, od | Tinhoes Tady ; 
Soph. £7, 1038. (B A) “Otay yap eb ppoviis 76h | Hrynoe: od ver. 
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3. The following lines may serve to exhibit all the divisions con- 
nected with the structure of the verse : 


(L) QD () 
Gd. R.81. = carijpe | Bain | Aapmpos | Sorep | Gppart. 
Prom. V. 1005. 4 rarpi | pivar | Zyvi | weordy | ayyedov. 

4, When the line is divided in medio versu with the elision of a 
short. vowel in the same word, or in the little words added to it, 
such as 8€, né, o¢, yé, ré, that division is called by Porson the guasi- 
cesura, p. XXvii= 22. 

id. R. 779. avnp yap év deirvors pw? | treprAnobeis pebns. 
Hecub, 355. + yuvarEi wapbévois 7 | ardéBderros pera. 

Aj. Fl. 435. ta mpata kaddiote? | dptotevoas orparod. 
Hecub, 387. xevreire, py peidec: | eyo” rexov Idpw. 


Verses of this latter formation Elmsley ingeniously defends, by an 
hypothesis that the vowel causing the elision might be treated as 
appertaining to the precedent word, and be so pronounced as to 
produce a kind of hephthemimeral cesura (in this treatise marked 
by the letter N): 

Ta mpara Kad\oreia | pirtevoas oTparod. 
Vid. Notes on the Ajax, Mus, Crit. 1. p. 477. 


5. Several instances, however, are found of the line divided in 
medio versu without any such elision, a worse structure still. 


Aj. Fl, 1091. Mevédae, | p7 yvopas | troarncas | codds. 
Pers. 509=515. Gpyxny | wepacartes | poyis | TOAAG Tory. 
On this latter verse, vid. the Note of Blomfield, and Hermann’s 
remark in the work already quoted, p. 110=70. 


6. But though the verse sometimes does occur with its 3rd and 
4th feet constructed as in the instances above, yet there is a structure 
of the words which the tragic writers never admit; that structure 
which divides the line by the dipodias of scansion like the artificial 
verse preserved by Athenzus: 


Ze rov Boros | vupoxrimors | Svoxeipepov. 
The following line, scarcely less objectionable as it stood in the 
former editions of Aschylus, Pers. 501=507, 
Zrparos wepa | kpvoraddAomrya | Suk wdpor, 
has been corrected by an easy transposition : 
Kpvotahdomnya | da mépov orparos mepa. 
Vide Porson, u. s. pp. XXix, xxx, = 24, 25. 
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IV.— The Structure of the Comic Trimeter, 


1. frequently admits such lines as are divided in medio versu 
without the quasi-cesura, and, though somewhat rarely, such also 
as divide the line by the dipodias of scansion. 


Plutus, 68. dod tiv avOpwrov | Kdxiora rovrovi. 
Acharn, 183. omovdas pépers | tov aurédov | reTpnpEvar ; 


2. It readily admits also a Spondee in the 5th foot, without any 
regard to the law of Cretic termination ; as 


Plut, 2. Aotdov yevér Oar rapahpovodiyros | Seamdrov. 
29. Kaxas €mparrov kai révns jv. | Oida row. 
—— 63. Aéyou roy avdpa kai rov dpyw | Tod Oeod. 





3. And even when a Dactyl occupies the 5th foot, the modes of 
concluding the verse which usually occur are those most directly 
unlike to the tragic conclusion: as 


Plut. 55. wvOoipe® dv riv xpnopov npar, | 6 re voei. 
while forms of this kind are comparatively rare : 


Plut, 823. “Evdov pévew iv: edaxve yap | ra BXepapa pov. 
1149. "Ere: droduray tovs Geods | evade peveis 5 





V.—The Iambic Tetrameter Catalectic, 


1. peculiar to Comedy, consists of eight feet all but a syllable; or 
may be considered as two dimeters, of which the first is complete in 
the technical measure, the second is one syllable short of it. 

This tetrameter line, the most harmonious of Iambic verses, is 
said to have its second dimeter catalectic to its first: the same mode 
of speaking prevails as to Trochaic and Anapestic tetrameters. 

The table of scansion below, exhibiting all the admissible feet, is 
drawn up in every point agreeably to Porson’s account of the feet 
separatcly allowable; except that Elmsley’s plea for the admission 
(but very rarely) of ~~— of a common word in 4th is here 
received as legitimate. See his able argument on that question, 
Edinb, Rev. u. s. p. 84. 


2. In the resolved or trisyllabic feet one restriction obtains; that 
the concurrence of the feet —~~ or ~~ ~ and ~~ — in that 
order never takes place; a rule which even in the freer construction 
of the Trimeter (ch. 11.) is always strictly observed from its essential 
necessity. 
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I 2 3 4 5 6 ‘a 
ww — JZ — Ww —_— VZ — w eet ee = mae <a 
wees eww’ weevy Yew’ I we we 
—_—ww —Wwv _—-YwH 

VN —_ wees bd —_ ~w"NSY — Nt — 


P.Ewy = 


Proprii ~~ — 


recipit.) 





si 


Nominis. See 


3. From the first appearance of the scansional table here exhibited, 
it might be supposed that the varieties of this verse would be ex- 
ceedingly numerous. Two considerations, however, for which we 
are indebted to the acuteness and diligence of Elmsley, show 
sufficient cause why the actual number of those varieties is com- 
paratively small: 

“ All the trisyllabic feet which are admissible into Comic Iambics 
are employed with much greater moderation in the catalectic tetra- 
meters than in the common trimeters,” Hdinb. Rev. u. s. p. 88. 

**The Comic Poets admit Anapests more willingly and frequently 
into Ist, 8rd, and 5th places, than into the 2nd, 4th, and 6th of the 
tetrameter.” Hdinb. Rev. u.s. p. 87. 


4. In the verses quoted below from Porson (xliii=88) examples 
of the less usual feet will be found: of (a4) ~~~ in 4th, of 
(b) ~~ — in 6th, and of (c) and (d) ~~ — proprii nominis in 
4th and 7th. 

The ~~— (e) of a commen word in 4th is given in deference 
to the judgment of Elmsley (ub, 1059): 


(«) mpwrtiota pév yap eva ye Tiva Kabeioer éyxaduwas. 

b) ovx Arrov 7} viv of Aadovvres nALBLos yap joOa. 

c) "AywdAéa tw” 7) NidBnv, To mpdc@moy ovxi Seckvis. 
(d) éeyevero, MevaXinras roo, baidpas re, Unveddmny Oe. 
(e) modXois: 6 your IIndeds €AaBev dia rovTo Thy payxaipay. 


5. The structure generally agrees with the scansion, and divides 
the verse into two dimeters. In the Plutus, those lines which 
have this division are to those lines which divide the verse in the 
middle of a word or after an article, &c. nearly as four to one: 


Plut, 257, 8. ovxovy épas éppapevous | quads mada rpobipas, 
@s eixds €otiy agbeveis | yepovras avdpas Hn; 

—— 284, 5. Grd’ over dv xpvyarut- roy | Wodrov yap, & ’vdpes, Kee 
ayer 6 deardrns, os U| was movaious Tonoe.. 


rg 
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And very often the verse is even so constructed as to give a 
successsion of Iambic dipodias separately heard : 


Plut. 258, 4. 72 wodda 87 | 7G Seardry | ravrov Oipov | haydvres, 
avdpes piror | cai Snpdrat | Kat rod roveiv | epacrai. 


After these pleasing specimens of the long Iambic, it is proper to 
state that the Comedy from which they are taken exhibits in ail 
respects a@ smoothness and regularity of versification unknown to 
the earlier plays of Aristophanes. (Elmsley, u. s. p. 83.) 


N.B. Of the nature of that licence which admits the Anapest, 
whether more or less frequently, into any place of the comic verse 
but the last, some account may be reasonably demanded. A pro- 
bable solution of the difficulty will be offered in the note (C), ch. 
XVII, subjoined. 


VI.—The Trochaic Tetrameter Cataleetic of Tragedy, 


1. consists of eight feet all but a syllable, or may be considered 
as made up of two dimeters, of which the second is catalectic (vide 
ch. v. § 1) to the first. 

Its separate feet are shown in the scansional table below; and 
the Dactyl of a proper name, admissible only in certain places, is 
marked by the letters P. N. 


I 2 3 4 5 6 7 
a ae a a a ee we we SS Ww rw ws JS SE 
wwe = wVwwY _ NewS — 
a ee | eS wa —worw —www 


The Dactyl of a proper name is admitted chiefly where its two 
short syllables are inclosed between two longs in the same word; 
very rarely where the word begins with them; under other circum- 
stances, never. 


Iph. A. 882. eis ap Idvyéveray ‘EXévns | vdoros hv rerpopevos. 
1331. mavres “EAAnves, otpatos de | Muppidovey ot cor 





Tapyy ; 
Orest. 1549. Riyyovdy 7 éunv, Tvdddny re | rov rade Evvdpavra por. 


On the Dactyl or Anapest of proper names in the Trochaic or 
Iambic verse of Tragedy a suggestion will be offered in the note (C), 
ch. XVIL, 
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In the two following lines will be found specimens of the pure 
Trochaic verse and of the Trochaic Spondee in all its places: 


Phen. 631. avrierd£oua xrevav ce. | kape Tovd’ epas exer. 
ye p pos ex 
609. kopmds €i, orovdais reroibas, | at ce coCovow Baveiv. 





2. As to scansion, one limitation only obtains, that —— (or 
~~—) in the 6th never precedes ~~~ in the 7th. Even in 
Comedy a verse like the following is exceedingly rare: (2. P. 
xlviii. = 438.) 


Otre yap vavayéds, av pi) ys AdByrae | Pepopevos. 


whereas of —~ or ~~ ~ in the 6th preceding ~ ~~ in the Tth 
instances in Tragic verse are not at all uncommon. (The following 
line exhibits also ~ ~ ~ in the Ist and 5th.) 


Pho, 618. ’Avdcwos répuxas: GAN’ ov rarpidos, as ov, | mod€epsos. 


3. In structure, the most important point is this; that the first 
dimeter must be divided from the second after some word which 
allows a pause in the sense; not after a preposition, for instance, or 
article belonging in syntax to the second dimeter. (The following 
lines exhibit also ~ ~— in 2nd and 6th.) 


Orest. 787. &s vv ixeredow pe cdcat. | 7d ye Sixacov SF Exet. 
Pheen. 621. kai ov, prep; ov eyes oot | untpos dvopdtew Kapa. 


4, If the first dipodia of the verse is contained in entire words 
(and so as to be followed at least by a stight break of the sense), the 
second foot is a ‘lrochee (or may be a Tribrach) : 


Phen. 636. ws aripos, | oixrpa racyav, eEeAavvopar xOovds. 

Orest. 788. pnrépos S€ | pnd oe prqpa. wodepia yap jv. 

Bacch. 585=629. «a0 6 Bpdpuos, | as eporye paiverar, dd£av eyo. 
This nicety of structure in the long Trochaic of Tragedy was first 

discovered by Professor Porson; not an idea of such a canon seems 

ever to have been hinted before. (Vid. Kidd’s Tracts and Misc. 


Criticisms of Porson, p.197; Class, Journ. No. xLv. pp. 166, 7; 
Maltby’s Lexicon Greeco-Prosodiacum, p. lxvii.) 


In the following lines, apparently exceptions to the rule, the true 
sense marks the true structure also: 


Orest. 1523. mavraxod | Civ 750 paddAoy #) Oaveiv trois coppoow. 


Here zavraxed belongs toe the whole sentence, and net to ¢7jv 
exclusively. 


Iph, A, 1818. 16> ye tis eas maida, | réxvov, @ ye Sedp’ eA AvOas. 
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Here no pause of sense takes place after Oeas, (which is a mono- 
syllable,) but the words from rdéy to aida are inclosed, as it were, 
in a vinculum of syntax, 


The two following verses, the first with an enclitic after the four 
initial syllables, the second with such a word as is always subjoined 
to other words, have their natural division after the fifth syllable, 
and all is correct accordingly : 


Iph. A. 1354. xarOaveiv pev por | SéSoxrat: rodto & airé Botopat. 
897. GAA’ exAyOns yoov | radaivns mapOevov iros wears. 





Nor does the following verse, 
Orest. 794. rovr’ exeivo Kkrac@ Eraipous, pr TO ovyyeves pdvOY, 


contain any real exception to the canon: for the first dipodia does 
not end with a word marked by any pause of utterance. Quite the 
contrary indeed; for éxetvo is pronounced in immediate contact with 
KTac6e : 
Leos eet “ pie , 
TOUT ekelvoKTagO ératpous, K.T. A. 


otherwise the 2nd foot would not be a spondee at all. (Something 
more on this head will be found in note (B), ch. XvI., where lines 
like the following are considered : 


Hecub. 723. “Hyeis pev ody e@pev, ovd yravopev.) 


5. If the verse is concluded by one word forming the Cretic termi- 
nation (—~~—), or by more words than one to that amount united 
in meaning, so that after the sixth foot that portion of sense and 
sound is separately perceived, then the sixth foot is —~ or Uw vr, 
i.e. may not be —— or vw —. 


Phen. 616. eéehavvopecOa rarpisos. kai yap nrOes | EEehdv. 
—— 648. errides & ovrrw xabeddovo’, ais méroia | civ Oeois. 


It is unnecessary to remark, that, in verses like that below, the 
words at the close naturally go together, to form a quadrisyllabic 
ending, and have nothing to do with the rule here laid down. 


Iph, A. 1349. o@ wocee: ra 5° advva juiv xaprepeiv | ov padiov. 


The same is true of similar dissyllabic, quinquesyllabic, and other 
endings; which, however, in Tragic verse rarely takes place. 


VII.—In the Comic Tetrameter, 


1. the Scansion agrees with the Tragic, except only that the —— 
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in 6th sometimes, though very rarely, precedes the ~~~ in Tth 
(ch. vi. § 2), as in the line from Philemon: 


Ovre yap vavayés, ay pr ys AdBynrar Pepopevos. 


The Comic, like the Tragic Tetrameter, admits the —~ ~ only in 
the case of a proper name, and not otherwise. 


2. But, in respect of Structure, the nice points of Tragic verse are 
freely neglected. Neither the great division in medio versu (ch. v1. 
§ 3), nor the rules (ch. vi. §§ 4, 5), concerning those divisions which 
sometimes take place after the first dipodia, or before the final Cretic, 
appear to have been regarded in the construction of comic verse. 
Lines like the following occur in great abundance: 

Nubes, 599. mpara peév xaipewv ’AOnvail oct kal trois Evppaxors. 
580. arr’ ay byets | eEapaprnr’, emt ro BeAtwov tpérewv. 
568. mAciora yap Gedy dravtay apedovoais—rHy TOW. 








VIII.—Anapestic Verses. 


1. The Anapestic Dimeter of Tragedy is so named from the 
striking predominance of the Anapestic foot, though it frequently 
admits the Dactylic dipodia. In a regular System, it consists of 
Dimeters with a Monometer (or Anapestic base), sometimes inter- 
posed, and is concluded by a Dimeter Catalectic, technically called 
the Paremiac verse. 

The separate feet of the Dimeter Acatalectic are shown in the 
scansional table below: 


V_—“~S —_— Sw —iVvwY — ww — 
— — _ oe — — — —_ 


—wY — VS YS —_— —VS"waS 


2. In the predominant or Anapestic dipodia the Anapest and 
Spondee are combined without any restriction, 


Prom. V. 93—5. dépxOn8 otas | aixiaow | 
Scaxvardpuevos | roy puprer | 
xpovov ab\evow. 


3. In the occasional or Dactylic dipodia, the Dactyl most usually 
precedes its own Spondee, as in three instances which the following 
verses contain : 


Prom. V, 292—5. ijxw Sodiy7js | réppa kedevOov | 
Staperirapevos | mpos é, pounded, | 
Tov mrepvyaky | Tovd oiwvoy 
youn oTopiav | drep evOvver. | 
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4, Sometimes the Dacty] is paired with itself: 
Med. 163, 2. "© peyadra Cen | kai rorve “Aprens, | 
Aevooe? & racxe. 
— 167, 8. & marep, & rods, | dv dmevacOnv 
aioxpas Tov euov | kreivaca kaow. | 


(Dactyli sapissime substituuntur Anapestis, nec tantum unus 
aliquis, sed spe etiam plures continui. Quinque continuavit 
Aischylus t2 Agam. 1561=1529. 
TovTO" mpos Nav 
Kammece, kaTOave, kai karabaWoper, 
ovx tro kAavOpav Tay €& olkav. 


Septum Euripides in Hippolyt. 1361 =1358, 


, , > a ’ , ° 
mpdoaopa p atpere, cvvrova, 8 Edkere 
Tov KakoOaipova, kal KaTapatov 
marpos aumAakias. Hermann, p. 3877=240,) 


5. Very rarely, and perhaps not agreeably, in the Dactylic dipodia, 
the Spondee is found to precede the Dactyl: of the two following 
instances, the first presents the more objectionable form; the second, 
succeeded by a Dactyl and Spondee, can hardly be said to offend 
at all: 

Androm. 1228 =1204. Saipwy dd¢ tis, | AevKny aidepa 

mropOpevopevos, | .+.++6 


Iph, A, 161=159. Ovnrav & orBros | eis TeAos ovdeis. 


On this curious subject, in all its minutiew, vide the acute and 
diligent Elmsley, ad Med. 1050, note g, and Gd. Colon. 1766. 


6. The Dactyl, when in any way it precedes the Anapest, appears 
to be considered by metrical scholars as a case of great awkwardness 
and difficulty. The following statement, reprinted with a few 
verbal alterations from the Museum Criticum, (Vol. I. p. 333), may 
suffice perhaps for all practical purposes. 

The concurrence of Dactyl with Anapest, in that order, is not 
very often found between one dimeter and another, 

Eurip. Electr. 1820,1. — Evyyove pidrare 

da yap Eevyvio’ nas watpiav 
(vid. S. Theb. vv. 827, 8. 865, 6, for two more instances.) 

The combination is very rare where one dipodia closes with a 
Dactyl, and the next begins with an Anapest, thus: 

Eurip. Electr. 1317.  @apoet: Maddados—éciav H§cis 

modu GAN’ avexov. 
Hecub. 144. if? "Ayapeépvovos | ixéris yovaror. 
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Within the same dipodia, we may venture to assert that such a 
combination never takes place. 


7. Thus far of the Anapestic Dimeter, when the first dipodia, as 
most usually it does, ends with a word. 

This, however, is not always the case: and of such verses’as 
want that division those are the most frequent, and the most 
pleasing also, which have the first dipodia after an Anapest (some- 
times after a Spondee) overflowing into the second, with the move- 
ment Anapestic throughout. 


Agam. 52, mrepvyov eperpotow | €perodpevor. 
—— 794=766. kai Evyxaipovow | 6potomperets. 


(vide Gaisford, Hephest. pp. 279, 80. Maltby, Lew. Greeco-Pros, 
XXvViii. xxix. for a large collection of miscellaneous examples.) 


The following rare, perhaps singular, instance : 
Prom. V.172=179. kai p ote | pediyoocas mevbois, 


comes recommended at least by the uniform movement; whereas 
this line, if the reading be correct, from the Hippolytus, 


v. 1376=1357. ris épéarnk’ evdeéia mevpois ; 


within the same word, evd¢£ca, suffers the transition from Anapestic 
movement to Dactylic; a transition perhaps not entirely illegitimate, 
but one of very rare occurrence. 

In the second line of those quoted below, the structure, though 
exceedingly rare, is recommended by the continuity of Dactylic feet 
before and after it. 


” Agam, 1557=1504. . . .rpv modkvedXadryv 
“Ipuyéveray | avagva Spacas, 
aia Tac Xov, K.T.A, 


8. The synaphea, (or cvvadeta,) that property of the Anapestic 
System which Bentley first demonstrated, is neither more nor less 
than continuous scansion: that is, scansion continued with strict 
exactness from the first syllable to the very last, but not including 
the last itself, as that syllable, and only that in the whole System, 
may be long or short indifferently. 

In this species of verse one hiatus alone is permitted, in the case of 
a final diphthong or long vowel so placed as to form a short syllable. 
The following instances 1 may serve (Hermann, p. 373=237): 


Pers, 39. kat evoBdrat vady épérat. 
— 548, mobéoveat ideiy ) dprituyiay. 
— 60. oixerat avépav. 

Hecub, 123. re Onceida 8, dfw ’AOnvar. 


r 
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With this point of prosody premised, two passages may suffice to 
exemplify the Synaphea ; 

Prom. V. 199, 200. eis apOpov epot cai pirdrnra 

onevowy amevdovti mo? net. 

The last syllable of v. 199 becomes long from the short vowel a 
being united with the consonants om at the beginning of v. 200. 
Had a single consonant, or any pair of consonants like xp, mA, &c. 
followed in v. 200, the last syllable of v. 199 would have been short, 
in violation of the metre. 

Again, Med. 161, 2. & peyada dpe kal wérve "Apremt, 

Aevooes & TATXA, .++.0% 

If after v. 161, ending with a short vowel, any vowel whatever 
had followed in v. 162, that would have violated the law of hiatus 
observed in these verses. And if a double consonant, or any pair of 
consonants like xr, om, dp, pv, &c. had followed in v. 162,”Apreps, 
necessarily combined with those consonants, would have formed the 
Pes Creticus, and not the Dactyl required. But Aetcow follows 
with A initial, and all is correct. 


9, The Versus Parcemiacus has its table of scansion as follows: 





One limitation as to the concurring feet obtains, that —~ ~ in 1st 
never precedes ~\~— in 2nd. 


10. In the common dimeter, as must have already appeared, 
those dipodias form the most pleasing verse which end in entire 
words: but this law does not equally obtain in the Paremiac, which 
then comes most agreeably to the ear when it forms the latter 
hemistich of the dactylic hexameter, 


—_— —— F we SS 
V_Ve Veo 
whether with the first dipodia distinctly marked, as 
Prom. V. 127. wav pot poBepiv | rd mpocépmov 
or with any other variety of structure, as 


Prom. V. 146. povpav a{nrov oxnoo. 

——_— 164. éyOpcis émixapra reénovba. 
1106. ryod’, Hvtev amémruca paddoy. 

——— 305. idros eoti BeBardrepos cor. 
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Sometimes, however, the Paremiac is differently formed, admitting 
(with restriction § 9) the Dactyl in the Ist: 


Med. 1085. otk admépovooy ro yuvatxav. 
(Vide Museum Criticum, Vol. 1. pp. 828, 9, 332, 3.) 


11. The following may serve as a short specimen of an Anapestic 
System with all its usual parts : 
Med. 757—761. ’ANXa o” 6 Maias ropmatos ava 
medacere Sdpots, 
bv 7° érivotay omevders KaTéxav, 
mpa€etas, emet yevvaios avnp, 
Alyed, map’ enol deddxnoat. 


IX.—The Anapestic Tetrameter Catalectic, 


1. peculiar to Comedy, consists of eight feet all but a syllable; 
or may be considered as made up of two dimeters, of which the 
second is catalectic to the first. Its scansional table is given below: 


I 2 4 5 6 7 8 
Sa ee Be at AN Nes Ny oe ee hee, | A e: 
ewYY Yew —wHwY —_—YwY | 


One restriction as to the feet separately admissible obtains, that the 
two feet —~w~ w~w~—, in that order, nowhere concur in the 
long Anapestic. 


2. In the long as in the short Anapestic verse Dactyls are 
admitted much more sparingly into the second than into the first 
place of the dipodia. (Klmsley, p. 93.) 


3. In the 1200 (or more) Tetrameter Anapestics of Aristophanes 
only nineteen examples occur of a Dactyl in 2nd, the only second 
place of a dipodia which it can occupy. 

In thirteen of those verses the preceding foot is also a Dactyl, as 
in Nub, 400: 


ovdé KNeavupov, ovdé O€wpor; | kairo: apddpa y’ eto’ emiopxor. 
In the remaining six of those verses four have the Dactyl alter a 
Spondee, as Nub. 408: 
arrev yaorépa Tois cvyyeveow, | Kar’ ovk Erxov apeAjoas. 
The other two have the Dactyl after an Anapest, as Nub. 351: 
ri yap, qv dpraya tov Snpoolay | katidwor Zipwva, tt Spada ; 


(Elmsley, p. 93.) 
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4 The last quoted verse exhibits the transition (in long Ana- 
pestics) from Anapestic movement to Dactylic in separate words. 
The following verses show within the same word the transition from 
Dactylic movement to Anapestic. Both cases are very rare: 


Il 
Vesp. 706. ei yap éBovdovto Biov mopica | ro dyuw, padiov Fv av. 
ll 
Ran. 1044. Oik ofS ovddeis Hvtw epdcav | ma@mor’ emounca yuvatka. 


5. Of all those nineteen Tetrameters described in § 3, one only is 
destitute of the division (or ceswra technically so called) after the 
first dipodia : 

Nubes, 358. ratr’ dpa, radra KnXe| ovvpor atra: | tov pivaorw xbes 
idovoat. (Elmsley, p. 94.) 


6. This division after the first dipodia is indispensable, if the 
2nd foot be a Dactyl and the 3rd a Spondee: therefore the last 
syllable of the Dactyl may not begin an lambic or (~——) 
Bacchean word. 


The following verses, faulty on that account, 


Eccl. 514. EvpBovrouow ardoas | ipiv xpno@pat. kat yap ket por— 
Equit. 505. nvayxatev ern | A€Eovrds y' €s rd O€arpov rapaBivar— 


have been corrected, the one by Brunck, the other by Porson, and 
by both from the same delicacy of ear, thus: 
EvpBotroow | wacas tpiv | xppowpat. kal yap éxei pow 
nvdykatev AeEovras ern pos TO Geatpov mapaBjvar 
(Vide Porson, lix. ix.=53, 54.) 

7. The division after the first dimeter is as strictly observed in 
the long Anapestic as in the long Trochaic verse (ch. vi. § 3); and, ~ 
as in that, cannot take place after a preposition merely, or article 
belonging in Syntax to the second dimeter: 

Plut. 487, 8. GX’ #8 xpiv | te Aeyew ipas | copdr, d vixnoere rnvdi, 
év Totat Adyots | avridévortes | padakov SO evdacere 
pn dev. 


These lines exhibit, beside the one necessary division after the 
first dimeter, that after the first dipodia alsc, which always gives the 
most agreeable finish to the verse. 

8. It has been remarked, on the authority of Elmsley (vide ch. v. 
§ 5), that the Plutus was written after the versification of the comic 
stage had assumed an appearance of smoothness and regularity quite 


unknown before. 
The following analysis of 110 long Anapestic verses from v. 486 
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of the Plutus to v. 597 (there being no v. 566 in Dobree’s edition) 
may very happily illustrate the truth of that remark. 
In 104 of those lines, that which is here regarded as the most 
harmonious structure of the verse uniformly prevails. 
Of the six which remain, three verses (517, 555, 586) differ only 
‘oy having the Dactyl in quinto: 
555. os paxapirny, | & Adyatep, | tov Biov adrod karéde€as. 
And the other three verses (519, 570, 584), though wanting the 
division after the first dipodia, yet present the continuous flow of 
Anapestic movement throughout: 
570. émBovdevovat te TO TANGEL, Kal TS Shp Trorepovow. 
N.B. In the Tetrameter Anapestic verse the very same hiatus of 
a long vowel or diphthong sometimes occurs as in the Dimeter. 
(Vide ch. vu. § 8.) 
For instance, 


Plut. 528. Oia’ ev Samiow: ris yap bpaivery eOeAnoet, xpvoiov dvros ; 
= , a . > 
—— 549. Ovkodv Syrov ris Urexeias Meviay hapev civar adedpry ; 


X.— The Ictus Metricus of Anapestic Verse. 


1, The metrical ictus has been briefly explained at the beginning 
of this Introduction. Its application to the dipodias of Anapestic 
verse is quite clear and perspicuous: the ictus falls on the last 


syllable of the ~~ — and its companion ——, and on the first of 
| I 
the —~ ~ and its accompanying ——. 
First, in a line of pure Anapests, all but one Spondee in the 5th, 
which there seems to predominate : 


ll I I I II 
Aves, 503, oBodov xareBpoxica, Kata Kevov tov OvdaKxov oixad’ 


agetAxov. 


Secondly, in a line of Anapests and Spondees : 
I I | I lige l 
Plutus, 536. kav wadarprov irorewovrav Kat ypaidtwv Kohoouproy ; 
Thirdly, in a line with Dactyls and Spondees in the first dimeter : 
| | I | Il 
Plutus, 575. adda pdvapers kar wrepvyiers. Kat was evyovar ce 


TAVTES 5 
Fourthly, in lines of mixed movement Anapestic and Dactylic : 
2c 
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inl ll I I] I 
Ibid, 508. 8vo mpeoBura EvyOtac@ra tov Anpew Kat Taparracety, 
I I | II | iH I 


529. ovre pupoow pupioa orakrots, 6rrotray vunpny ayaynoOor. 


2. After this, the ictuation of the short Anapestic verse of 
Tragedy is very simple: 
II | I 
Med. 129, 30. perCous & aras, érav opytoOn 
I Il | 


Satay, orxors amedwxev. 


Ibid. 1080—85 (with —w~ w~ in first of the Paremiac). 
| Il 
. - + adda yap eorw 
| I | I 
poovea Kat NL, 7) TpoTopuAer 
y ll I I 
codias EveKey" TacaLcL PEV Ov. 
I lI 1? stl 
mavpor yap Sn yevos ev wodAas 
II 
evpols av tows 
| I | 


OUK G7FOMOVTOYV TO YUVALK@Y, 


3. Of course, we are not ignorant that Dawes has given a different 
ictuation to the Dactylic parts of Anapestic verse so called. 

Assuming that the Anapestic movement is necessarily kept up 
through the whole System, to preserve that uniformity he lays the 


ictus on the middle syllable of the Dactyl, —~w, and on the 


l 
second of the Spondee, ——. (WMiscell. Crit. pp. 189, 122=3854, 
357 of Kidd’s last edition.) Five lines marked by himself may 
suffice to show his mode of ictuation in the Dactylic dipodias. 
| | ee | 
Equit. 496. ANN 16 xaipar, kar mpakeras 
| I | 


kara vouy Tov euov> Kat oe PuAaTTOL 


Zevs ayopatos* Kat viknoas 


avéts exerOev madi os nuas 


eOois arepavots KataTracTos. 
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No scholar since that day appears to have doubted or discussed 
Dawes’s account of this matter, much less to have approved and 
defended it. With great reluctance one dissents from so masterly a 
critic, whose contributions to metrical knowledge can never be 
estimated too highly: but much careful thought bestowed on the 
subject has led to that very different result which is here ($ 1) and 
above (ch. vi. § 1) candidly stated, and not without some con- 
fidence proposed as the plain and practical truth. 


XI.—The Ictus of the long Trochaic verse of Tragedy. 


4, In the ictus of Trochaic and in that of Iambic verse, which for 
the greater clearness, as will be seen, are taken in that order, there 
is no doubt or difficulty, so long as the simple feet, and the Spondees 
when paired with one or the other, alone are concerned. 

Every Trochee has the ictus on its first, every Iambus on its 
second syllable; and the Spondee, as it is Trochaic or Iambic, is 
marked accordingly. 

Il I I I Il | ll 

Phen. 609. kopzros a, | crovdas reroWas, ai oe cwCovow bavew. 

| II l I I II 
— 76. | wodAnv abpoicas aod Apyevwr aye. 


5. Of all the resolved feet, the Tribrach in Trochaie verse with 





I 
its ictus on the first syllable ~ ~ ~ is most readily recognized by 
the ear as equivalent to the Trochce: 
II I Il I II I Il 
Phen. 618. avocws mepuxas. adW ov marpidos os cv mrodeptos. 


6. What the Tribrach is to the Trochee, the nominal Anapest is to 
the Trochaic Spondee, as its equivalent or substitute; and this 


I 
Anapest of course has its ictus on the first syllable ~w —: 
| I | I I II I Il 
Orest. 1540. adda peraBoudevooper Oa. rovro & ov Kados deyers. 
I I I II I [Deere 
1529. ov yap, nrus ‘EANaS avrots BpvEs SteAvpnvaro. 





7. The following lines, formed artificially (like Bentley’s Commo- 
davi, &c. in his metres of Terence,) are calculated merely to afford 
an easy praxis for the ictuation of Trochaic verse : 

j II | HI | I | i] 

nGev ovtos nev otros | nXOev ovros nAOe Sn. 

| Il | lI | ll 

adixos nAGey adtxos ehGav | adtxos nAOev nAGe Sn. 
20 2 
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| Il I Il l II I II 
ndGev adsxos nev adixav | nev adcxos ndOe Sy. 
| II | II | II I I 
morepa Sedue, morepa Sedue, | wrorepa Sedie Sedvora ; 
8. Instances frequently occurring of words like those now given, 
I 
adikos, adikov, &c. ictuated on the antepenult, may be considered, 
if not as positively agreeable to the ear, yet at any rate as passing 
without objection or offence. 

But where the penultima of words like auyqorepa or OopuBos is 
marked with the ictus, something awkward and hard, or so fancied 
at least, has even led to violations of the genuine text under 
pretence of improving the metre. 

For example, the following genuine verse, ph. A. 875=886, 

| II | “Il I II | I 
@ Ouvyatep kets ew oheOp@ Kar ov Kat pntnp ober, 
has on that very plea been disfigured (vid. ch. vi. § 4) by this 
alteration : 
| I l Il I I] I Il 
6vyarep, jets | ex oheOpw@ o@ kat ov Kat pntnp ober. 
In v. 1824=1345, the word @vyarep occurs with the more usual, 
and it may be the pleasanter, ictuation: 
J I | I l II I Il 
@ yuvar radawa, Andas Ovyarep, ov Yrevdn Opoeis. 
A similar difference is found in the ictus of Aprepudc: 
Iph. A. 872=883. 
l lI I il I I< | Il 
mavr’ exets. Aprepide Ovoew maida ony peAXet Tarnp. 
| Il l Il I II | ll 

348 = 359. Aprepidi, kat mAovv eceoOar Aavaidas, nobers ppevas. 

The two following lines from the Perse also exhibit that peculiar 
ictus : 

I I Hl I Ei eh 
739. @ pedeos, olay ap db Evppaxyev aTrodece. 
| nod [an oe 
176. rovde por yeverOe, Ler’ ynpakea 7ioT@para. 
Other varieties, and not of very rare occurrence, may be remarked 
in these lines: 
| i] | II | Il 1 Be 
Agam. 1644. deyopevors et hen Oavew oer thv rvxnv © epopeba. 
| | I | I I II 
Iph. A, 852=863. os 1 Aeyous av, ew S eAOe Bactdtxwv Soper, 
I II | ll | II | ll 
900=911. ovk exw Baov katapuyev addov n TO Tov yoru. 
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XI.—The Ictus of lambic Verse in Tragedy. 


9, In the Iambic dipodia (supra 4) the Iambus and the Spondee 
have the ictus on the second syllable. When the Tribrach stands 
in the place of the Iambus, and the nominal Dactyl in that of the 
Spondee, each of those feet has the ictus on the middle syllable, 

I | 


~~ ww... ’ 
The ictuation therefore of Iambic verse in its resolved feet may 
be readily shown: 
I Ifa Neer ost 
(id. R.112. worepa & ev orxors n ’v aypors 6 Aaios. 
| Il I I 
26. péwovca & ayedats Bovvopors Toxowwe Te. 
| ecg I L ell 
568. mas ovy To8 otros 6 coos ovk nuda Tade ; 
| ll l Il l ll 
Med. 1178. etr’ avtipodrov jKev odohvyns peyar. 
I Il | Il l lI 
Gd. R. 719. eppupev addov xepow ets aBaroy opos. 
| I Pee Peon 
Phen. 40. w eve, rupavvots exrrodav peOtaraco. 
II l Il Proll 
Gd. R. 257. avdpos 7 apiorov Bacihews 7’ od@doros. 
| ll 1 II I Il 
Orest. 288. kat yuv avaxaduntT’ w KagvyryynToy Kapa. 








10. It has been truly asserted (ch. 111.) that the structure of the 
Jambic Trimeter is decidedly Trochaic. And though every principal 
point in the constitution of that verse has been here separately 
stated and explained, yet the correspondence betwixt the Iambic 
Trimeter and a certain portion of the Trochaic Tetrameter (as hinted 
above, § 4) may be advantageously employed to illustrate the 
common properties of both. With this view, then, to any Trimeter 
(except only those very few with Anapests initial) let the Cretic 
beginning 6yAady or adka vuv be prefixed, and every nicety of 
ictuation, more clear, as it is, and more easily apprehended in 
Trochaic verse, will be immediately identified in Iambic. 

For instance, the lines already quoted, Gd. R. 112, Orest. 288, 
id. R. 719, with the Cretic prefixed, become long Trochaics, and 
admit the Trochaic analysis : 

| II I ll | lI I Il 
dyAady. worepa & ev otkors nv aypots 6 Aaios. 
IL vil | ll | Il ! II 


dnAady. Kat vuy avaxaduTt’, @ KagtyynToy Kapa. 
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l eS al I ae ll 
a\Xa voy eppiev addwv xepow evs aBaroy opos. 


By a similar process, the identity of the Cretic termination in both 
verses (ch. m1. § 2. R. and ch. vi. § 5) as subject to the same canon 
is instantly discovered : 
Orest. 762. Sewodv oi rodXol, Kakoupyors | ray €xwor | mpoordras. 
— 541...... dredOéra 51 Tois Adyourw | exrodar. 

"AAG viv aweOéra by | rois Adyouorw | exrodav. 
The correspondence, however, of the Iambic Trimeter with that 
portion of the Trochaic Tetrameter is then only quite perfect when 
the former verse has the predominant division, M. (ch. m1. § 1), as 
in the Senarius quoted above. 


XIII.—The Ictus of the long Trochaic Verse of Comedy. 


11. The scansion of the Comic Tetrameter agrees with that of the 
Tragic, except in one point, that it admits, though very rarely, the 
—w— inthe 6th before the ~~ ~ in the 7th; and the ictuation 
is the very same in both verses. Of that exception the line already 
quoted may afford a sufficient example: 

Il l Il J II | Il 
ouTe yap vavayos, av pn yns AaByntac Pepopevos. 


XIV.—The Ictus of Iambic Verse in Comedy. 


12. The Comic Trimeter in Scansion differs from the Tragic by 
admitting the —~ ~ in the 5th, and the ~~— in the 2d, 8d, 4th, 
and 5th. 


The Dacty] in the 5th of the Comic has the same ictus -~ ~ as 
it has in the 1st and 8rd of the Tragic Senarius, thus: 
i l I | Il 
Plut. 55. mvOouse® av rov xpyopov jpov, ort voet. 
I Il l II I ll 


1149. eect’ avodurwy Tous Oeous evOade pevets. 


Whatever be the real nature of that licence which admits the 
Anapest so freely into Comic verse, no doubt can exist as to the 
place of its ictus on the last syllable ~~—; and the following 
lines may serve as examples: 

II | II | I 
Nub. 2. w Zev Bacidev, To xpnua Tey vuKTav décor. 
| l I | ll 
—— 24. «6? e£exomny mporepor Tov opOadpor Abo. 
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II I lI I I 
Nub. 20. érocais oetha, kat oytowpat Tous ToKous. 

Il I lI l II 
—— 11. adW’ ex boxer, peykoper eykekaduppevor. 


13. The Tetrameter of Comedy admits no feet but those which 
are found, and with more frequency, in the Trimeter. ‘The ictuation 
on the fect in each verse is the very same, as the following lines 
may serve to exemplify: (Porson, xli.=38), 

lI I lI l ll | 

Piut. 258. @ rodda by to Seororn tavrov Gupoy payovres. 

l II | II I I | 

Rane 911. spericra pev yap éva ye twa Kabewwev eyxaduas. 

| I | I Hreatt I 
—— 917. ovy Arrov n vey of Aadovvres: nos yap noGa. 
| II | ll | Il | 


Thesm. 549. eyevero MeXavurmas Tovwyv Paidpas re Tyveomny Se. 


In this verse, generally, the Iambic structure so clearly pre- 
dominates, that little advantage can be gained by submitting it ta 
the Trochaic analysis; as, against the-judgment of Bentley, has 
been lately recommended by Igenius. (Vide Maltby, Lex. Gr. Pros, 
p- XXXvi.) 

And yet in some cases, perhaps, of resolved feet, and in verses too 
wanting the regular cesura, the law of ictuation may be more 
correctly apprehended by applying the Trochaic scale than otherwise. 

It is worth the while to observe, that of 37 Tetrameters in the 
Plutus, vv. 253—289, containing only two resolved feet, one a 
‘Tribrach, and one a Dactyl, (vid. Elmsley, u. s. p. 83,) the versi- 
fication is remarkably smooth; and if those lines be read with the 
proper ictus, the Iambic movement cannot fail to be pleasantly and 
distinctly felt on the ear. 


XV.—Note A. On the Concurrences, 


In ch. m1., where the occurrence of ~~~ or —~ ~ before 
~ ~-— in the Trimeter of Comedy is condemned, a promise is 
given that the necessity for that limitation should be made to 
appear. 

‘The true constitution of the Comic Senarius (in all its bearings) 
was first discerned by Dawes. In his Emendations on the Acharnians 
(Mise. Crit. 253—4638, &c.) at v. 146, 


Ey rotot Torxos eypadoy AGnvaror kahon, 


he condemns as unlawful the concurrence of feet above mentioned, 
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avd claims the credit not only of discovering that canon, but of 
assigning the true reason also as derived from the laws of Iambic 
ictuation. 

As the verse stands at present, he says, 


Ey ro.ct Totxots eypadov A@nvaror Kadot, 


you have, with gross offence to the ear, the interval of four syllables 
from ictus to ictus, when the lawful extent of that interval can 
only be three. His emendation, demanded no less by the syntax of 
the whole passage than by the metre of that line, has since been 
sanctioned by the authority of the Ravenna MS. 
l i I 

Ey rowot Totxos eypad’, A@nvarot kaXot. 
On the Trochaic Scale of Scansion, it is obvious to remark, that 
the redundance of a syllable in the vulgar text would be instantly 
detected : 

I I II I Il I Il 

adXa vuv ev | roe Totxors | eypadhov A@nvairor Kadot. 


One illustration more, from a false reading in Tragedy, may not 
be deemed superfluous. 
In the Orestes, 499=505, the text of the old editions stands 
thus: 
avrTos kKakioy eyevero ntépa KTavor, 


which in the Iambic Scansion presents the concurrence of the 
—wvw~ and the ~~ —. Here again the Trochaic scale affords 
the ready test; it instantly detects the redundant syllable : 
ll J I I II I I 
ada vuv av|tos kakiov | eyevero pnte| pa Kravev. 


The just and simple emendation of Porson need hardly be given : 


avtos Kakl@y pnrep eyeveTo KTav@V. 


XVI.—Note B. On the Pause or Cretic Termination. 
(Vice ch. ut. § 2. ch. vi. § 5.) 


1. In the Iambic Trimcter, if the slightest pause or break in the 
sense cause the word or words which give to the verse a Cretic 
ending (~~ —) to be separately uttered, then the fifth foot may 
not be ——, but must be ~— or wv wu. 

The different modes of concluding the line which reject the 
— — in 5th shall be first exhibited. © 
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a. The simplest structure which rejects the —— there is the 
following, when the Cretic consists of a single detached word: 


Flecub. 343. Kpimrovra xetpa kal mpocwmoy | cura. 
Ton. 1. *ArNas 6 voros xarkeoroy | ovpaver. 
which lines in the old editions stand thus: 
kptmrovra xelpa Kal mpdcaroy | ToUpmauy. 


“Arthas 6 xadkéouct vatots | odpavov. 
(Vide Porson, xxx. =27.) 


8. In the next case, the Cretic consists of —~ and a syllable, 
thus : 


Orest. 1079. x7jbos be Toupoy Kat oop ovker | eort | én. 
1081. xaip’, ob yap npiv é€ott todTo, | coi ye | pny. 





or the Cretic consists of an article or preposition (—) attached (in 
syntax or collocation) to the subsequent word : 


Hecub. 382. xahds pev <iras, Biyarep, adra | re Kah. 
397. Sewds xapaxrnp, Kazrionpos | év Bporois. 





Under this head of monosyllables are embraced ris, wés, when 
interrogative, with @s, ov, xai, and the like. (Vide Porson, 
pe 0.0 Peed) 


2. Many semblances of the Cretic termination occur, to which the 
Canon bears no application. Those cases, admitting the —— in 
5th, may be commodiously classed under the following heads: 


Where a monosyllabic word before the final Jambus belongs by 
collocation to the preceding word ; as in enclitics: 


Prom. V. 669. ri wapOevedver dapov, e&dy cor | yapov. 
Agam. 1019. gcw ppevav héyouca meio my | Aoyo. 
Rhes. 717. Biov oe emraur@v cipr _ayoprns tis | Aarpis. 
Philoct. 801. €umpnoov, @ yevvaies kaya Tot | Tore. 


FTec. 505. omevoaper, eykovapev: tyyov pot, | [i 


Or in such words, not enclitic, as cannot begin a sentence or a 
verse : 


Prom. V. 107. oidy ré pot Tago €oti: Oyntois yap. | yEpa. 
Trach. T18. ms ovK ohet kal rovde 5 : d6£y you eH]: 
Prom. V. 846. rey’ ei 6e maT cipykas, npiy ai | xapu. 
(id. T. 142. adv os Tax.ora maides, t vpets pey | Babpav. 
Soph. Electr, 413. et pou héyous thy Oyu, eto av | Tére. 


In the numerous instances of ay so placed, it deserves remark, 


that dy is always subjoined to its verb, and that with elision, as in 
the line quoted. (Vide Porson, xxvi.=28.) 
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3. Where words like oddeis and pydeis so given, ought in Attic 
orthography to be written thus: ovd’ eis and pe eis: 

Phen. 759. dppdrepov drrohepOév yap ovd? Ev Oarepov. 

Alc. 687. iv & eyyis.€dOn Oavaros, ov6” eis Bovderar. 

(Vide Porson, xxxiv. v.=381.) 

4, And where in the plays of Sophocles, the dative cases plural 
of éy® and ov are exhibited as Spondees, thus, jyiv, vpiv, wher 
that Tragedian, however strange it may appear, employed those 
pronouns in his verse actually as Trochees. In that pronunciation, 
they are by some Grammarians written, nuiv, dpiv, but jy, dpw, 
more generally : 

Electr. 1328. ij vods vert ovris Sp eyyevys ; 

Cid. Col. 25. was yap tis nda tovré y yw eurdpav. 

In which two lines ty and nyiv would vitiate the metre. 
(Vide Porson, xxxv.= 32.) 

5. One particular case seems to have created a very needless 
perplexity : namely, where the verse is concluded by a trisyllabic 
word with certain consonants initial which do not permit the 
short vowel precedent to form a short syllable. (Vide Porson, 
XXXVI. =34, 5. 

The following verses, as being supposed to labour under the 
vicious termination, are recommended by the Professor to the 
sagacity of young Scholars for correction : 

Hecub. 717. nets pev ody é eGpev, ovde pavoner. 

Androm. 347. hevyer: TO tavTns oappov adda Wevoerat. 

Iph. A. 531. Kaw os iréortny Oipa, dra Wevdopa.. 


(In these verses, also, from Euripides, the very same difficulty, if it 
be one, is involved : 


Bacche 1284. ‘Qipoypevov ye mpdcbev 7 7 oe yropica. 
Electr. 850. tAjpev "Opéorns: GddG pn pe KTEiveTe.) 


Here the word preceding the final Cretic must be either a Trochee 
or a Spondee. If it is a Trochee, all is well: nothing more need 
be said. If it is not a Trochee, but a Spondee, what causes it to be 
so? Evidently the final short vowel of each word being touched 
in utterance by the initial w of , or wo, with which the next word 
commences. 

Then, so far from any pause or break of the sense intervening, on 
which condition alone the Canon operates, there is an absolute 
continuity of sound and sense together; and the verse ends with a 
quinquesyllabic termination, as complete as in Phen, 32. 53, where 
«£avdpoupevos and ovyKoLpopern terminate the line: even so, ovdé- 
Toavomev, G\AaroevoeTat, KaTanoevSopa. (This was stated so long 
ago as 1802, Vide Dalzel, Collect. Greec, Maj. t. ii. Nott. p. 164.) 
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6. Several modifications of the line, according to the connexion 
of the words by which it is concluded, come next to be considered. 
Some of these cases, when the words are duly separated, present a 
dissyllabie, some a quadrisyllabic ending ; in others the combination 
is such as to exhibit a collective termination of five syllables, or 
more : 


a. Gd, R, £35. iets rowoid’ €pupev, as pev cor Soxei: 


This line, even so read, would not violate the Canon; for it does 
not present a Cretic separ rately pronounced, But it stands far more 
correctly thus in Elmsley’s Edition,—as got pev | doxei, with an 
ending clearly dissyllabic. 


B. The following line again as clearly presents a termination of 
four syllables : 

Cid. R. 1157. ax’: drdécba & @perov | 778° Hepa. 

The three following instances are taken from Elmsley, ad Gd. 
Col. 115. 

y- Iph. A. 858. Sovddos, odx &Bpivopa TOS 7 rixn yap pw ovd«K ea. 

Here the ‘ending is not trisyllabic; for pw ov go together, and 
the enclitic pe hangs upon ydp: and as ydp in collocation is attached 
to the precedent 7 ruxn, the accumulation of syllables in continuity 
amounts to seven. 

6. Ton. 808. Séorowa, rpodebdpecba: civ yap col vooe. 


Here the words adv yap ool, being under the vinculum of Syntax, 
cannot be disjoined. And ov col yap, if so read, from the law of 
collocation in words like yap, must go together. Hither way the 
structure of the verse is legitimate, with a dissyllabic ending. 


e. Bur. Electr. 275. fpov 768’; aicypdv y’ etras: od yap viv axpn. 


Here ov negatives viv; and of course must be uttered in the same 


breath with it, ov yap vov | axpn. 
Elmsley bh himself, (ad Gid. Col. 115) on the two following lines, 


¢. Gd. Col. 265. dvoua pdvoy deicaytes- ob yap 51) TO Ye, 
n. Llectr, 482. tip8e mpocayys pedev: od yap oor Oéus, 





justly remarks, that neither line contains anything wrong: for the 
words oot and os the one enclitic, the other by collocation attached 
to the word precedent, make a slight dissyllabic ending, as far as 
any separate termination exists. 


7. The following line may serve to represent several others of 
similar construction : 


Aj. Fl. 1101. eéeor avaccew, dv 65° yyeir’ otkober, 
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(Vide Elmsley, Mus. Crit. Vol. 1. pp. 476—480, et ad Heracl. 
371. 530.) 

“If we suppose the first syllable of otcoer to be attracted by the 
elision to the preceding word, the verse will cease to be an exception 
to Porson’s Canon.” At the same time, he frankly confesses, that 
he is not satisfied with this solution of the difficulty, and goes on 
with great acuteness to state his objections to it. 

Now, on the other hand, we are told of Hegelochus, who acted 
the part of Orestes in the play so named, that when he came to v. 
278, éx kvpdraov yap avéis ad yadjyv’ 6p, wanting breath to pronounce 
yadjv’ 6p@ with the delicate synalepha required, he stopped between 
the words, and uttered these sounds instead, yaAjv dpa. (Vide 
Porson, ad Orest. 273.) 

From this anecdote have we any right to conclude, that in cases 
like that of..... .Hyeir’ oixobev, at the close of the verse, the first 
syllable of ovkoGev was by the elision attracted to the preceding word 
7yetro ? and in all similar cases may we suppose the two words to 
have been so closely connected in sound as to leave no perceptible 
suspension of the sense whatsoever ? 

It is enough perhaps to have thrown out the suggestion; and 
there let the matter rest for the present." 


XVII.—Note C. On the Anapest Proprii Nominis in the Tragic 
Senarius and on other licences of a similar description. 


Before we engage in the direct discussion of the point here 
proposed, let a few remarks be premised. 


1. In the first place, there is a well-known distinction in music 
betwixt common time and triple time. To this musical distincticn 
there exists something confessedly analogous in the difference 
betwixt the time of Anapestic and Dactylic verse, and that of lambic 
and Trochaic. 

Agreeably then to this analogy, we may be allowed for the sake 
of illustration to use the terms common and triple time in the pages 
which follow. . 


2. In the next place, the terms Anapest and Dactyl have been 
already used on two occasions palpably different. 


1 Tt is quite clear that the aspirate at the beginning of a word was not 
pronounced in a synalepha unless it could be transferred to the preceding 
consonant, e.g. Tav6’ dpa. While then yadjv 6p would be distinctly given 
as galén hord, the articulation of yadty’ dpé must have been galé-nord, 
which would make a very perceptible difference.—J. W. D 
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First, as the names of the natural feet in the triple time ot 


Anapestic and Dactylic verse, with their ictus thus, ~-—, 
| 
pes Neat Neato) 
Il I I 
Med, 167, 8.  matep, » woXts, ov arevacOnv. 
| I I ll 


alo XP@s TOV EfOV KTELVATA KaGLY, 


Secondly, as the names of two short syllables before or after a long 
one, in the common time of Trochaic or Jambic verse, with a 
| I 


different ictus thus, ~~—, —~ wu. 


I I | lI I Il 
(id. R. 257. avipos y aptorov Baowiews 7 odAwdoros. 
| I Pell I II | I 
Phen. 621. kat ov pyrep 3; ov Oeuts coe pntpos ovopatery Kapa. 


In future, it may be safe and useful to call the first of these the 
natural, and the second the nominal, Dactyl and Anapest. 


8. Thirdly, the terms Anapest and Dactyl have a different use 
still, to denote certain feet admissible in certain kinds of Iambic and 
Trochaic verse, as equivalent to the proper feet of each metre, being 
admitted not only into the Spondaic places of the dipodia, but into 
the Iambic and Trochaic likewise. 

In the pronunciation of those peculiar feet, it is probable there 
was something correspondent to the slurring, so called, of musical 
notes; and since necessity demands a third name for a third 
character, it may justify our adoption of slwrred Anapest and slurred 
Dactyl, as terms not inappropriate for that purpose. 


Let the marks then, ~ (~) — and — (~) ~, be permitted to 
represent each of those peculiarities, when each requires to be 
separately represented. But for reasons of convenience, which will 
be found very striking when we come to the practical part of the 
subject, we beg leave to introduce a more comprehensive method, 
equally suited to Iambic and Trochaic verse ; and that is, to make 
| 
—~~-— the sign of the apparent syllables involved in the dis- 

I I 

eussion, and — (~) ~— or —~— the sign of the real sounds as 
they are supposed to have been uttered, 
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Nubes 131. Aéyov axpiBdv cxwdaddpovs pabjcopat ; 
eae 
Iph. A, 882. eis dip "Ipeyeveray “EX€rys vdotos iv wempopevos ; 


4, Whatever truth or probability may be found in the following 
attempt to account for the —\~~~ = Proprii Nominis in the Trochaic 
or Iambic verse of Tragedy, (and for the admission of that licence 
with common words also into the Jambics of Comedy,) the whole 
merit of the discovery, if any, is due to 8. Clarke, whose suggestion 
(ad Il. B. v. 811) is here pursued, enforced, and developed. 

Clarke, after quoting instances of ~~— Proprii Nominis, but 
only in the 4th foot of the Trimeter, proceeds to argue thus. If the 
Iambice verse of Tragedy, under other circumstances, rejects in the 
4th the ~~— as equal in time to ——, and admits only the ~— 
or equivalent ~~~, then it is clear that the proper names which 
exhibit ~W— to the eye could never have been prcnounced at full 
length in three distinct syllables, but must have been hurried in 
utterance, so as to carry only ~— to the ear. 

And since long proper names (as Clarke justly observes) are from 
their nature liable to be rapidly spoken ; in the following verses, 


Phen. 764= 769. yapous & ddehdis ’Avreydyns modes recov. 
Androm. 14. T® vnow@tn Novmtodepe@ Sopos yepas, 


and in that above, 
eis ap’ "Idvyéveray “EX€vns vdoros Hv Tempapevos 5 


naturally enough the names ’Ayrvydyns and Novmrodéum and 
"Idvyévercay might be slurred into something like *Avr’yéyys, 
Nourr A€ua, “Id’yeveray: the ear of course would find no cause of 
offence, and the eye takes no cognizance of the matter. 


5. If this mode of solution be allowed as probable at least in 
the department of proper names in Tragic verse to which it bears 
direct application, by parity of argument perhaps it may be extended 
to the similar case of common words used in Comic verse also. 

Take for instance the line above quoted ; 


Adyeov axpiBdv cxwdardpous pabjoosiar ; 


What was the objection to the old and vulgar reading, cyvdadpovs ? 
Clearly this: that it placed a —— in 4th. What then does 
oxwvéaddpous place there? Either ~~— is pronounced as three 
distinct syllables, in what is called triple time, while the metre 
itself is in common, or by rapid utterance oxywdAdpous comes to 
the ear, and so the verse proceeds with its own regular movement. 


Fis 
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Briefly, we have either cxwdadpots, a mcolossus, — ——, which 
murders the metre entirely ; 

or cxwdaddpous, a full-sounded choriambus, —~O—, which 
contrary to the law of the verse mingles triple with common time; 

or cxwvd(a)Adpous, i.e. in effect, the pes Creticus, ——, that 
very quantum of sound which the metre requires. 


Obs. It may be necessary to remark, that Clarke’s reasoning about 
the ~ ~— Proprii Nominis in the 4th is just as applicable to the 
2nd place also with that foot as to the 4th. And if his argument, 
as here stated, be sufficient to account for the licence in the 2nd and 
4th places, of course, where the same licence occurs in the 3rd and 
5th, its admission there also must be considered in the very same 
light. 

For examples of the ~~— (or ~~ ~-—) Proprii Nominis in 
all the four places, see ch. 1. § 3. 


6. Before advancing a step farther, it is but right to avow, that 
all which we at present propose is to set this question fairly a-going 
on its apparently reasonable and very probable ground. 

High probability then favours the idea, that the Anapests (and 
Choriambi) of Greek Comedy (under all combinations of words and 
syllables) were passed lightly over the tongue without trespassing 
on the time allowed betwixt ictus and ictus in verses not containing 
those feet, i.e. in metres of common time. 

Anything like a perfect enumeration of particulars commodiously 
classed would be found to demand a serious sacrifice of leisure and 
labour. The classes which are here given in specimen only, while 
they undoubtedly embrace a very great majority of the facts, may 
serve to show the nature of that extensive survey which would be 
necessary to make the induction complete. 


7. Instances like cywdadapous, it might @ priori be calculated, 
are not likely to be very numerous; hardly 10 in every 100 of the 
Comic Trimeters: nor do all the words of similar dimensions with 
oxivdaddpucus present a choriambus so readily obedient to our organs 
at least for running four syllables into three. 

Nubes 16. dv jetporoXet | & inmous* eyo 8 axdd\\vpa, 
Plutus 25. etvous yap av cot | ruvOdvopa | ravy opddpa. 

Besides the instances of —~ ~— in one word, which afford the 
strongest case for the admission of the licence, some other principal 
modes in which that apparent foot is made up may be classed under 
four heads. 


A. Where a long monosyllable, from its nature more or less 
adhering to the word which it precedes, may be supposed to form a 
coalescence of this kind, | —|\~~— f. 
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Plutus 45. ei’ od Evvins | ryv emivor|av rod Oecd ; 
Acharn. 52. arovdas roveio Bat | rpds Aakedar| povious pdve. 
Nubes 12. adX | od Sdvapac | deidaos evdew Saxvopevos. 


|B. Where either a monosyllable precedes, having from the law of 
collocation less adherence to what follows; or some longer word 
precedes, not particularly attached to the word which follows, or 
by syntax united to it: 


Plut. 56. aye | 81 mpdrepov | ob cavrov, doris et, Ppdcor. 
Nub. 25. Bid| av, ddicets* | EAavve rov cavrod Spdpov. 

Plut. 148. dovA| os yeyevn| pat dia 7d py) mAovTELy tos. 

©. Where, after an elision, concurrences of this kind take place: 
Plut. 12. perayxo|Advr’ arérep| pe pou tov Seamdrny. 

—— 16. od|ros & dxodou| bei, nape mpooPidtera.. 

195. kay | ratr’ dvion|ra, rerrapaxovra Bovderat. 





D. Where a monosyllable by its natural position follows a longer 
word: 


Plut. 688. rd ypadiov & as | zjaOero Sn | pou tov wdor. 
943. kal rata mpos TO pérwrov | adrixa 57 | pada. 





N.B. From the very close connection of the article with its noun, 
7d pérwmov may be fairly taken as one word ; and so, in the follow- 
ing line, we may consider td voojpara: 


Piut. 708. deicas’ éxeivos & ev kikdXo Ta voonyara. 


Thus v. 943 will become referable to the class A, and vy. 708 to the 
class B, along with many combinations of the very same kind. 


8. If the idea of this inquiry had struck the mind of Elmsley as 
worthy at all of his careful research, little or nothing would have 
been afterwards left for investigation. The topic was not without 
interest to him as an Editor of Aristophanes : and on the Acharnians, 
ad v. 178, and in reference to v. 531, 


3 > 4 x ~ , s , 
Ti éoriw; eyo pev devpd cor orovdas hépar— 
"Hotpartey, €Spovra, Evvexixa tHv “EAAdSa— 


in a note of great and successful acuteness, he examines and settles 
a curious point in the main subject itself. 

“178. Hodie hic ri €o7’ malin, et #orparr’, v. 531. Nam longe 
rarius, quam putaram, anapestum in hoc metri genere inchoat 
ultima vocis syllaba.” The whole note will amply repay the 
trouble of perusal. 
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II. PROSODY. 


On Syllabie Quantity, and on its Differences in Heroic and 
Dramatic Verse. 


1. By syllabic quantity is here meant the quantity of a syllable 
under these circumstances: the vowel, being unquestionably short. 
precedes a pair of consonants of such a nature that it may any- 
where be pronounced either distinctly apart from them, or in com- 
bination with the first of the two. 

If the vowel be pronounced apart from those consonants, as in ze- 
tpas, that syllable is said to be short by nature. 

If the vowel be pronounced in combination with the first of those 
consonants, as in zer-pus, the syllable then is said to be long by 
position. 


2. The subjcined list comprises all the pairs of consonants which 
may begin a word, and also permit a short vowel within the same 
word to form a short syllable. 


i. mp, Kp, TP: Pp; XP 9p: Bp, yp, dp. f 

ii, mA, KA, TA: PA, XA, OA—iii. wv, Kv? xv, Ov.—iv. Tp. 
The only remaining pairs, BA, yA: du: and py, which are at once 
initial, and in very few cases permissive, may on account of that 
rarity, be passed over for the present. But the following pairs, 
ku: xp, On: tv: gy, though not imitial yet within the same 
word permissive, deserve to be stated here, as they will afterwards 
be noticed. 


3. More than twenty other combinations of consonants, (along 
with y, &, ¢) though qualified to be inztial, are of course foreign to 
the’ purpose, as never being permissive also; at least in the practice 
of those authors to whom these remarks are confined. 

The combinations last mentioned it may be allowed in future to 
call non-permissive; and for this reason, that neither within the 
same word, nor between one word and another, (of verse at least,) 
do they permit a preceding short vowel to be pronounced distinctly 
apart: it seems to be coupled with them always by an irresistible 
attraction. 


In turning from the Comic trimeter of Aristophanes to the stately 
hexameter of Homer, the difference of syllabic quantity must be 
strikingly felt: and that contrast is here purposely taken, to show 
more clearly in what the great difference consists betwixt the 
prosody of heroic and that of dramatic verse. 

2D 
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4, Homer seldom allows a short vowel to form a short syllable 
before any of those permissive pairs lately detailed, and only before 
some few of them. ‘The following cases occur betwixt one word 
and another: such correptions within the same word are yet more 
uncommon. 

A. 113. Otkor €yew" Kal yap pa KAvrapvnorpns mpoBeBovuda, 

— 263. Oiov Tetpidody re, Apvarrd te, momeva haa@y. 

— 528. 7H, cai kvavénow em oppor vedoe Kpoviwr. 

— 609. Zeds Sé mpos dv NExos ijt "OhUpmtos aorepomntys. 


5. Aristophanes (with very few exceptions in Anapestic verse, 
pointed out by Porson, pp. lx. lxi.=p. 54) never allows a short 
vowel cum ictu to form along syllable with any permissive pair, 
even within the same word. 

lI 
Plut. 449, wovovow om-dors 7) Suvaper memo dres; 


Such was, indeed, the vulgar reading, till Dawes (JZ. C. p. 196) 


anticipating, as usual, the Ravenna M8., gave the true text: 


I 
2 
Tovats 6-7Aovow 7) Suvaper mremorbdres 5 


6. Homer, on the other hand, not only in the same word ewm ctu, 
but in the same word extra ictum, and even between two words 
in the same debilis positio, makes the syllable long. 


> 
A. 18. Avodpevds re Ovyat-pa, pépav T dmepeiot arrowa. 
— 77. "H pév poe rpdd-poy erect Kal xepow apngew. 


— 845. “Qs ddro* Har-pox-hos 6€ Hiro exereiOeO Eraipo. 
| 


57. adXay-pn Kal euov Geuevar wévoy ovK atéeoTo 
. adXax-py Kal epdy O€pevar a TOV. 


A 
H. 189. yv@ dex-Anpov ona idov, y7Onoe 8: Bupa. 


7. The only possible case in which Aristophanes might prolong 
such a syllable would be in the use of verbs iike these, éx-Ava, €k- 
paive, ek-vevo, ex-pew, if compounds of that kind ever occur; 
because, from the very nature of the compound, ex must always be 
pronounced distinct from the initial consonant of the verb. 

8. In Homer, on the contrary, even the loose vowel of augment 
(e) or reduplication, when it precedes mA, kA, Kp, Tp, &c., initial of 
the verb, not only cum ictu, but even extra ictum, is made to form 
a long syllable. 


= 
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A. 46. ex-Aay£av 8 ap dicot én’ Spay yoopuevoro. 
— 809. Es & éperas ex-pivey eeixoow, és 8 ExardpBnv. 
H. 176. WeEapevn, yepot mAokapovus en-heEe Haewvors. 


N. 542. Aaipdy tiv’, emi of ret-pappevoy, o&ei Sovpi. 


9. In Homer no dissyliebic word like marpds, réxvov, 6ppa, &c., 
which can have the first syllable long, is ever found with it other- 
wise: in Aristophanes those first syllables are constantly shortened. 


10. Briefly, then, it may be said, that in Homer, whatever can be 
long is very seldom (and under very nice circumstarmes) ever short: 
in Aristophanes, whatever can be short is never found long. 

To complete the purpose of this little sketch, the tragic prosody 
also (of Euripides, for instance), in a few correspondent points, may 
as well be presented. 


11. Aristophanes, even in the same word, and where the ictus 
might be available (§ 5), never makes a long syllable: Euripides, 
who excludes the prolongation even cum ictu betwixt one word and 
another, 


| 
(Orest. 64, mapOevov, ni te pntpt mapedaxey Tpepe, 
| 


i.e. not mapedaxer pedery,) 
within the same word, readily allows it : 


| 
Med, 4. tynbecioa revkn, pnd eper-paoac xépas. 
| 


—— 17. rpodods yap avdrod rex-va, Seardrwy 7° euny. 
| 


ry , , , , 
—— 25, roy wavra ovytnkovea Sak-pvots xpdvor. 


12. In Euripides, even those dissyllabie words (alluded to § 9), 
wherever, from its position, the syllable is decisively long or short, 
exhibit that syllable thrice short to one case of long. Consequently, 
in certain positions (unictuated) of Iambic or Trochaic verse, which 
indifferently admit either quantity, there can be no reasonable 
ground for supposing that syllable to be lengthened: of course, 
therefore, the following lines are thus read: 


Med. 226. smi-xpos modiras éotiv dpabias ro. 
Iph. A. 891. émi rivos omovdacréoy pou padXor, 7) Té-Kvou TrEpL; 
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13. In cases where the augment falls as in ééxN@oev or kexAjo bat, 
or where, as in woAvxypucos and dmérporot, the short vowel closes 
the first part of a composite word, the prolongation of that syllable 
in Euripides, though not altogether avoided, is yet exceedingly rare. 
(R. P. ad Orest. 64.) 


14. One great cause of the many mistakes about syllabic quantity 
should seem to be involved in that false position of 8. Clarke’s (ad J/. 
B. 537), that a short vowel preceding any two consonants with which 
a syllable can be commenced may form a short syllable. Nothing 
was ever more unluckily asserted, or more pregnant with confusion 
and error. 


15. To the perspicacity and acuteness of Dawes (MZ. C. pp. 90, 1, 
196, 146, 7) we are indebted for the first clear statement of the 
principal points in this department of prosody: to the deliberate 
and masterly judgment of Porson (ad Orest. 64, and elsewhere) we 
owe whatever else is correctly and certainly known. 


16. Some little things, however, may serve to show that an 
English ear, especially on a sudden appeal, is no very competent 
judge of Attic correptions, so called. 

For instance, in the following lines: 


Phoen. 1444. év rade pyrnp 4 raddawa rpoorirvet, 
Ale. 484. émiorapai ye, kovK apy Kakov Td6e, 


it is not from any practice of our own, certainly, that we should 
pronounce the words mpoomi-rvee and d-dyvw with precision and 
facility in that very way. 


17. So, too, if dxuy and €opev were on a sudden proposed as to 
the shortening of the first syllable in each, it might seem to an 
English ear just as improbable in the noun as in the verb; although 
in Athenian utterance we know very well the fact was quite 
otherwise. 

Toup (vid. Emendd. Vol. 1. 114, 5; 1v. 441) maintained in his 
day (what is now called) the permissiveness of ow : and actually, on 
that ground, suggested the following as an emendation of a passage 
in Sophocles, for euéy or tpev: 

DO aA ES REE 5 @s evravd €-cpev, 
iv’ ovKér’ OKvety Kaipds, GAN’ Epy@y axpn, 


(where dxpy, of course, is right enough, being pronounced a-xp7). 
Since Porson’s delicate correction of that error (u. s. p. 441) no 
argument has been advanced in its defence. And yet, @ priori, 


OF THE GREEK DRAMATISTS. 405 


why should not op be permissive, as well as Oy, for instance ? 
“The consonants op can begin a word ; why not commence a separate 
syllable? How can 6% commence a syllable, when notoriously it 
cannot begin a word ?” 


18. The plain truth, however, stands thus: that xu and 6p, (with 
xP, pv, tv,) though never used as initial to any word, yet within 
the same words are found permissive much too often to admit the 
shadow of a doubt on that head. 


Phen. 351. Kai yap perp’ avOperro.or kal pepn ora-Opav 


may be taken for one undisputed example; there is no want of 
more. 


19. How far in the different pairs of consonants which have been 
defined as non-permissive (§ 3), a physical necessity was the obstacle, 
in some at least, if not in others, might be a question for anatomy 
rather than for criticism. 


Special Rules of Quantity. 


1. “Hpiv and tipiv, when so written for jpiv, dyiv, have the last 
syllable short in Sophocles. Elmsley has thus stated the case. 

Solus e tragicis secundam in yyiy et dpiy corripit Sophocles, 
monente Porsono Prefat. p. xxxvii. Id in integris fabulis bis et 
quadragies extra melica fecit. Septies autem necessario produxit 
ante vocalem; Gd. Tyr. 631, Gd. Col. 826, Trach. 1273, Aj. 689, 
il. 355, 454, 1881. Que omnia emendationis egere suspicari 
videtur Porsonus. Ego vero casu potius quam consilio factum 
puto, ut tam raro ancipitem vocalem necessario produceret Noster. 
Nam simile quid Enripidi accidisse video, Is, ut monuit Porsonus, 
posteriorem horum pronominum syllabam nusquam corripuit.— Quod 
ad accentum corrept# forme attinet, alii qui et dpe, alii jp et 
tpw seribendum arbitrantur. Hane scripturam adhibuit Aldus in 
Ajace et Electr versibus primis 357, dehinc vero jw et tu usque 
ad finem libri. ‘Hyiy et tiv ubique editiones recentiores, quarum 
scripturam post Brunckium adoptavi. Elmsley, Pref. ad Gdip. 
Tyrann. p. X- 


2. Tis common in idopa, iarpds, diay, dpus. The quantity of this 
vowel varies in adwid and dyapds. 

Nomen avia, vel avin, plerumque penultimam producit, aliquando 
corripit, ut in quatuor exemplis a Ruhnkenio, Hpist. Crit. 1. p. 276, 
adductis.—Verbum dyidw vel dvdgw, apud Epicos poétas secundam 
plerumque producit, ut et in Soph. Anti. 319. Verbum amo apud 
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Aristophanem penultimam ter corripit, semel producit Hg. 348. 
(849, Bekk.)-—Semper, nisi fallor, secunda in dvapds ab Euripide et 
Aristophane corripitur, producitur a Sophocle Antig. 316. Sed 
ubique tertia syllaba longa est. Porson. ad Phen. v. 1334. 


3. I is long in kéms, -w, dd. -wv, e. g. Alsch. Pers. 1085, Choeph, 
28 
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Trinity Contece. June, 1832. 
Mr. THIRLWALL. 


1, Drie your notion of epic, lyric, and dramatic poetry. What 
species of composition is implied in the term lyrical Tragedy ? 
Mention the various meanings that have been derived from the 
etymology of the words rpay@déia and tpvy@dia. Which of these 
explanations is most conformable to analogy ? 


2. On what grounds, according to Aristotle, did the Dorians lay 
claim to the invention of Tragedy and Comedy? Point out the 
fallacy of the argument he mentions. In what Greek cities out of 
Attica were early advances made toward dramatic poetry? Where 
was any of its branches brought to its perfection earlier than at 
Athens? Explain the proverb ové€ ra Ernorxydpovu rpia yrypackets. 
Mention the age, country, and inventions of Stesichorus, and the 
character of his poetry as described by the ancients. 


3. Relate the principal Attic legends concerning the introduction 
of the worship of Bacchus into Athens. How did the oracles con- 
tribute to this end? By what means does the worship of Bacchus 
appear to have become connected with that of Apollo at Delphi, 
and with that of Ceres at Eleusis ? 


4, Enumerate the Attic Dionysia, and explain the origin of their 
particular names. In what Attic month, and at what scason of the 
year, was each celebrated ? To what division of the Greek nation 
did the month Lenxon belong? To what Attic month did it cor- 
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respond? What is the origin of the name, and what inference may 
be drawn from it as to the place of the month in the calendar? 
Which was the most ancient of the Dionysia at Athens ? 


5. At which of the Dionysia were dramatic entertainments given ? 
In which were the dithyrambic choruses exhibited ? What were the 
peculiar regulations affecting the performances at each festival? In 
which were the tpay@dot xawoi? What authority is there for 
believing that women were admitted to these spectacles ? 


6. Translate: elonveyxe vopov tas tpay@dias avray ev Kow@ ypa- 
Wapevovs pudartrew kat Tov THs TOAEws ypaupatéa TapavayryyooKew 
Tois UmoKkptvopevocs. Who was the author of this law, and what 
were its objects? Translate and explain: oi wourat rpeis eXdpBavor 
broxpiras KAnp@ veunOevras Urokpwopevous Ta Spdpara, Gy 6 viknoas 
eis Tovmiov axpitos mapadapBaverar. What were the particular 
denominations of these actors? How were the parts in the Perse 
probably distributed among them? What was the general name 
for the other characters in a play ? 


7. Give some examples to illustrate the different light in which 
actors were regarded by the Greeks and by the Romans, How is the 
fact to be explained? From what causes did the profession of an 
actor rise in importance in Greece between the age of Aischylus and 
that of Demosthenes ? 


8. What part of the expense of the theatrical entertainments was 
defrayed by the Athenian government, and what by individuals? 
Mention the various duties and charges to which the yopnyoi were 
subject. With what powers did the law invest them in the execu- 
tion of their office? Explain the origin and nature of the Gewpuxdr, 
the changes that took place in the distribution of it, and its political 
consequences. Who were the dearpa@va and Oeatpom@d\ar? Explain 
the allusion in the characteristic: kat Eévots d€ avrod Oeay ayopacas 
py Oovs TO pepcs Oewpeitv. yew dé rods viods eis THY VoTEpaiay Kat 
Tov Tacaywyor. 


9. Mention the various ways in which Greek Tragedy was made 
to answer political purposes, and produce some illustrations from the 
extant plays. By which Tragedian was the drama most frequently 
so applied? What arguments beside that of the Persce were taken 
from events subsequent to the return of the Heracleids? How do 
you explain the saying attributed to Mschylus: ras avrod rpaywdias 
Tepaxy elvar TaY ‘Opnpov peyadray Seinvay ? 

10. State the best attested dates of the birth and death of 


Aischylus. Enumerate his dramatic predecessors and contem- 
poraries in the order of time. Mention the leading occurrences in 
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his life, the honours paid to him after his death, the members of his 
family whose names are known, and the causes of their celebrity. 
Do his plays contain any intimation as to his political sentiments ? 
What grounds have been assigned for the charge of impiety said to 
have been brought against him? What reason is there for believing 
that he made more than one journey to Sicily? When did Hiero 
become king of Syracuse, and how long did his reign last ? 


11. What were the plays that made up the Tetralogy to which 
the Perse belonged? State the principal features of the legends 
connected with their names. What ground is there for supposing 
that the ‘Trilogy had a common title? In what manner may the 
argument of the Perse have been connected with those of the other 
two pieces? What other poets wrote plays of the same name? 


12. Quote the lines of Aristophanes which relate to the chorus of 
the Perse. What difficulty have they occasioned ? How may they 
be understood, without supposing them to refer to any other edition 
of the play than the one we have? What other references are made 
by ancient writers to passages of the Perse not contained in the 
extant play of that name? How may this be accounted for, 
without supposirg them to have dropped out of the latter? How 
does Stanley conjecture the chorus of the Persce to have been com- 
posed? How may this conjecture be reconciled with the usual 
number of the tragic chorus? How is it confirmed by the distri- 
bution of the dialogue ? 


13. Make out a list of the Median and Persian kings, down to 
the fall of the Persian monarchy, noticing the variations between 
ZEschylus, Herodotus, and Ctesias. Who was Ctesias? when did 
he live, and what were his sources of information? Give the 
pedigree of Xerxes, and show how he was related to Cyrus. How 
many kings of the name of Darius are mentioned in history ? 


14. Mention the divisions of the Persian nation according to 
Herodotus. How is Xenophon to be understood when he says: 
héyovrat Hépoa api tas dedexa pupiddas eivar? Mention the 
divisions of the Persian empire accordingly to Plato, Herodotus, aud 
the Old Testament. How may the three accounts be reconciled ? 
Trace the frontier of the empire under Darius in the last year of his 
reign, and mention the modern names of the countries through 
which it passes. Give the modern names of Susa and Ecbatana, 
and mention the different opinions on these points. By what name 
is Susa described in the Old Testament? What is the meaning of 
the word ? Mention the mythical and the historical person to whom 
the foundation of the city is attributed. 


15. What is known of the circumstances and life of Darius before 
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his accession ? How does Aischylus allude to the manner in which 
he obtained the crown ? Give a short account of his wars, and show 
how far their several issues justify the language of Aischylus : vooror 
€k ToA€u@v arrovous arabeis eb Tpacoovras dyoy oiKous. 


16. Give an account of the invasion of Greece by the Gauls, 
mentioning the time, the occasion, and the leaders of the expedition. 
Describe the line of their march, and compare the principal incidents 
of the campaign with those of the Persian invasion. 


17. Draw a map of Salamis and the adjacent coast, marking the 
situation of the towns of Salamis, Megara, and Eleusis, and the axrat 
S.Anviev, the spot from which Xerxes viewed the battle, and the 
island of Psyttaleia. Translate émeidy éeyivovro péoa vores, 
dvijyyov pev To am eéomépns Képas KukKAOvpEvor mpos THY Sadapiva* 
dviyyov S€ of audi tiv Kéov te kat tnv Kuvdcovpay teraypévot, 
Karexov Te wexpt Movvuyxins wdvta Tov wopOpov riot yquot. Describe 
the position of the thres last-mentioned places. 


18. Give a short account of the history of Salamis, and of the way 
in which it fell under the dominion of Athens. On what evidence 
did the Athenians found their claim to the island? What other 
ancient name had it? What is its modern one? Mention the 
meaning of each. Does Homer (as quoted by Stanley) throw any 
light upon the epithet weAevopeupora? Explain the epithet in the 
words axras audi Kuxpeias. 


19. Translate: 


s, . 5. a a x a 
Hp&ev pev, @ S€orrowa, Tod mavros Kako 
@aveis ddaorwp 7) Kaxos Saipov rodev. 

> ‘ ‘ 7 

Avnp yap “EdAnv. xk. TX. 


Who is the person here alluded to? Is he accurately described 
as avyp°EAAnv? How was he rewarded for his services ? 
20. Translate : : 





¢ x > 
EdAnow pev nv 

“O mas apiOuos és tpraxadas Séxa 
Neay, dexas 8 qv ravde xapis Exxpiros. 


What is the difference between the numbers of the Grecian fleet 
described in this passage and in Herodotus? What part of this 
fleet was furnished by Greeks of Ionian extraction? Compare 
the statements of Alschylus and Herodotus as to the numbers of the 
Persian fleet. Supply the principal events omittea by Aischylus 
that intervened between the battle of Salamis and the retreat of 
Xerxes, and between his arrival at Sardis and his return to Susa. 
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21. Translate ; 


"ENG er” akpov KépupBoy 8x Gov 
KpoxoBanroy modus etpapw deipav 
Baoudeiov tidpas 

akapov ripavoxear, 


Explain the allusion in the last part of this passage? Is the 
evocation of Darius founded on Grecian or on Persian usage ? 
‘Where was Darius buried ? 


22. “Apyvpou myn Tis aitois éatt, Ogoaupos xOovds. 


Describe the district in which this treasure lay, and mention the 
ancient and modern names of the principal towns init. Give an 
account of the manner in which its produce was applied before and 
at the time of Aischylus. By what peculiar privileges did the 
government encourage the cultivation of it? Explain Xenophon’s 
project for increasing its productiveness. 


23. Explain the allusion in the words tay Mapiavduvod Opnynrijpos 
mepyvo, and give some other examples of similar national usages. 
Why is Atossa made to describe G Greece as ‘ladvey ynv, and alterwards 
to say, 7 wév mémoror Lepotkois noKnpern, 7 8’ adre Awptkoiow? Why 
do the Greek writers speak of the Persian war as ra Mydixa? ~ Why 
is Xerxes described as Svpiov dppa didkwv? ‘Translate: dippupd re 
kal Tpippupa tTeAn ? What mention is found in history of the use 
of chariots in the Persian armies ? 


24. Translate the following passage, and arrange it in metrical 
order, naming the verses into which you divide it. Sodduntiv & 
dmdray Geot ris avnp Ovatos ahve ; tis 6 Kpaunv@ moot mnOnparos 
eumreTous avdooay ; prog pov yap caivovoa TO Tp@Toy, Tapayet 
Bporoy eis apxvorata TéOev ov €oTw imep Ovardy advéavra pvyeiv. 


25. Define and exemplify the metrical terms, arsis, thesis, basis, 
anacrusis, anaclasis, cesura, prosodia, What is meant by metres 
kat avtimaGevay pixrad? What is an asynartetic verse? 


Explain the grounds on which Hermann objects to the ancient 
mode of measuring the Iambic verse. 


26. Explain the terms, hyperbaton, zeugma, prolepsis, and give 
an instance of each. ‘Translate : Tis ov TéOrnke, tiva S€ Kat mevOn- 
gopev Tay apxerciov, Os 7, ent _oxnmrouxia Tax Geis, avavdpov Tagéuv 
npnpov daveov. In the lines: és ef peatyns vuxros igerae vedas, 
"EdAqves ov pévotey, G\G oepact Ned eevOopdvtes GAXos GARoceE 
Apaopa kpupaim Blorov éxcwooiaro—what corrections have been 
proposed? ‘l'ranslate the lines as they are here written. Explain 
the construction of the lines: evratéa méuret rovad’*», rws ray veav 
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bbapevres €yOpot vncov exowloiaro. In what cases are adverbs of 
time properly followed by the indicative, in what by the subjunctive 
or the optative mood? When is the subjunctive, and when the 
optative required after a relative pronoun or adverb? Explain the 
distinction between the grammatical and the rhetorical ellipsis. To 
what figure does the construction of the following words belong? 
turba & exdvyeiv dvaxr airév @s axovouev Opyxns dpumedujpers 
dvoxipous re keAevOous. Distinguish the different meanings of the 
following words according to the difference of their accentuation: ayn, 
Bios, Bporos, yavdos, Snupos, Oeppos, Godos, Kaos, xnp, Anvos, Ais, 
VELOS, VOKLOS, TPOTFOS. 


SOPHOCLIS PHILOCTETES. 


Trinity CoLLEGE. June, 1833. 
Mr. Martin. 


1. (a) Give the dates of the birth and death and first tragic victory 
of Sophocles. 
(0) In what war was he engaged? What was its duration and 
event ? 
(c) How long after the death of Sophocles and Euripides did 
Aristophanes produce his Rane ? 
(d) Translate and explain : 
HPA. Eir ovxi Sodoxhéa, mpdrepov avr’ Evpuidov, 
MeAhets dvayayeiv, etmep exeiber det o Gyew; 
AIO. Ov mpiv y av “lopav7’, drohaBay adrov pdvoy, 
“Avev Sopokhéous 6 te roet kwdaviow. (Tan. 76.) 


2. (a) How far does Phrynichus appear to deserve the title of 
Father of Tragedy ? 
(6) Why was a fine imposed upon him for his Majrov Gwors ? 
Where is the story related ? 
(c) Translate and explain purupifovres peAn dpxaropeduotdovo- 
ppuvxnpara. (Arist. Vesp.) 
3. (a) What do you consider to be the object of Epic, and Dramatic 
poetry ? 
(>) What the chief characteristic of Grecian tragedy ? 
(c¢) How was the Drama encouraged at Athens ? 


on 
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(d) At what seasons of the year, and at which of the Dionysia, 
were dramatic entertainments given ? 

(€) What is the controversy respecting the Lenza ? 

(f) What was the nature of the laws rept rév Oewpixav 2? When 
introduced, and with what object? How does Demos- 
thenes allude to them ? 


(a) What account does Homer give of Philoctetes? How many 
ships did he bring to the war ? 

(6) Does he allude to his aid as requisite for the taking ot 
Troy? 

(c) Is his fate after the fall of Troy alluded to by Homer or 
Virgil? 


(a) What is the situation of Lemnos with respect to Athens? 
(0) oe * it to be inhabited by the Pelasgi? (Herod. 
aE. 
(c) How did it fal under the power of the Athenians? (7bid.) 
(d) Where was the island Chryse situated? What account does 
Pausanias give of it ? 
(€) How was Hercules connected with it ? 


Explain the terms ‘ cesura,’ ‘ quasi-cesura,’ and ‘pause’ in the 
Iambic trimeter of the tragedians, 


‘Eppis 8 6 réurav Sdduos Hynoato vpev. (v. 133.) 
(a) In what sense is Mercury called moymaios in the Ajax? 
(6) Illustrate sopmaios and ddéXuos from Horace. 


c) What is the meaning of the Homeric epithet épsodvos ? 
d) Translate : 


"AAG @” 6 Maias roptatos ava& 
Teddoete Odpois, 

7 2 

Qy 7 emivovay orevdets KaTeXoy 


Ipdgetas. (Eurip. Med. 755.) 


> , a a - > ‘a . 
Opearepa TapPare Ya, pearep avrov Aids, 
I® pakatpa TavpoKToroy 


Acévrav epedpe. (v. 389.) 


(a) Illustrate rapS8ér. Ta from Lucretius (B. 1.). What reason 
does he assign for the Greek poets representing Cybele (or 
Tellus) in a chariot drawn by lions ? 

(b) Why was she called ‘Idaa Mater’? What ambiguity has 
the word ‘ Idea’ caused ? 


(c) How does Euripides connect Bacchus and Rhea? (Bacche.) 
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9. (a) Translate: ° 
"Id0d d¢you, mat’ rov PAdvov dé rpdoxveor, 


Mn cot yeveoOa wodvrorv adra. (v. 759.) 


(b) Does the expression rév POdvoy d€ mpdcxvoor, or a similar 
one, occur elsewhere ? 
(c) Why was Nemesis called ’Adpacreia? 


10. 





€mel TAPETTL [ev 
Tedxpos rap’ jpiv, ryvd’ emtotnpny exav. (v. 1038.) 


(a) In what sense, and by whom, is Teucer called 6 roéérns 
in the Ajax? ‘Translate Teucer’s reply ov yap Badvavaov 
TY Téxvynv extnodunv. What difference in the sense 
would be caused by the omission or different position of 
the article rnv ? 
(b) Which of the Greeks at Troy was the most famous for the 
use of the bow? (Hom. Od. vu.) 
“,) How do you account for the use of the bow being held in 
contempt by the Athenians ? 
(d) What was their peculiar offensive weapon? (Ausch. Pers.) 
ae "Ynv’ ddvvas ddans, "Yrve 8 ddyéor, 
Evars npty edOois 
Evalov, evaiov, avaé. 
”Oppacr & avréxous rdvd’ atyday, 
“A rératat taviv. (v. 810.) 
Give Welcker’s interpretation of this passage, with the grounds on 
which it rests. 
12. X& KepadAnvav avak. (v. 262.) 
(a) What do we find respecting the Ke@adAjves in Homer? 
(6) Translate : 
GAN’ ody 6 Tudéas yédvos, 
O’8’ obprroAnros Sicvpov Aaepriou, 
Ov pi) Odvaot. tovade yap py chy ede. (vy. 411.) 
What is the objection to Hermann’s interpretation ? 


(c) To which of the generals in the Iliad is Sisyphus said to be 
related? (Ji. vi.) What character is there given of 
him ? 

(d) How may od p) @dvwor be explained by an ellipsis ? 


(e) What is the chief distinction in the use of od and pi? 
Distinguish between Woyiy cxoray diidcopoy Kai py, 
and puxnv cxorav pirdcodor kat ov. 
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i3. (a) Distinguish between pudd£erae oriBos (v. 48) and guday- 
Onoerat oriBos. 
(6) What is the rule with respect to the use of mpiv followed by 
an infinitive, or a subjunctive or optative mood ? What 
is there remarkable in 6 6€ ddixcéec dvaretOopevos mpiv 7 
atpexéws ekudbn? (Herod. B. vu.) 


14. Translate the following passages and explain the construction : 


(@) Gots vécov Kapyoytt ovAddBorro. (v. 279.) 
(6) Tivos yap de roy péyay XOXov Kar’ airav éyxaday EAnAvOas ; 
(v. 325.) 
(¢) dy 351 mada’ dy e& Grov dcSotr’ eyo My pot BeBnxy. (v. 488.) 
(d) mrAno bis Tis vooov auvovaia. (vy. 512.) 
What peculiar sense does avaripmdacGa admit? Is ‘ impleri’ ever 
used in the same manner ? 
(€) mpos motov av rév8’ adrés otdvacets emder; (v. 564.) 
Explain the force of ay here, and in €vOévde avdpes ore dvra, ov're 
ay yevopeva, Noyoroovcw. (‘Thucyd.) 
15. ‘Translate the following passages: 
(@) Sxoreiv 8 Grou ’or éevravOa Sicropos wérpa 
Toad, iv’ ev yroxee pev nriov SurhA 
Tdpeorw evOaxnots, ev Oepet roa Umvov 
Av auperpiyros avXiou repre: mvon. (v. 16.) 


(b) Ti xpn, rt xen pe, O€omor, ev Eva E€vov 
Sréyew, i) Ti Neyew mpos wp’ bronray ; 
Ppate Hot. réxva yap Téxvas €répas Tpovyxet, 
Kai yvopa, map oT@ 

To Getov Avs oxnmtpov avaccera. (Vv. 135.) 

(c) Ei de mekpovs, iwa€, exOets ’Arpeidas, 

*Ey® pev To Keivav Kakov THdE KEpOos 
MerariGepevcs, evOarep € emt MeLOVEY, 
En’ edaroXov Tayxeias vews 
Tlopevoaup’ av és Sdpous. (v. 504.) 

(d) Eipre & addov adore 
Tor’ dv eihvopevos, 

Tlais arep as pihas TiOnvas, GOev evpaper irap- 
XOls TOpov, avik’ eEavein SaxeBvpos ara. 

Ov PopBav i iepas yas ordper, ovk aay 

Alipay, Tay vepoperO dvépes adyoral, 

TAny e€ aKuBodov elmore TOS@Y TTa- 

vois iois aviaeve yaotpi popBav. (v. 690.) 


What are the metrical names of the lines (6) and (d) ? 
E 
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16, Give the meaning and derivation of the following words: 


Oypevo, Tpvyepds, madwrpiBns, Eumvos, €xOd5or0s, ovpeoBaras. 
In what other authors does ¢yé8oros occur? What different forms 
of ovpeoiB@ras occur in Sophocles ? 


EURIPIDIS ALCESTIS. 


Trinity CouLece. May, 1837. 
Mr. Donawpson. 


1. Trace the epic and lyric poetry of Greece to their respective 
sources, and show how each of them was related to the Athenian 
drama. ‘Translate, yevouern oty dm dpxns atrocxediacriKi Kal 7 
tpay@dia Kal 7) Kop@dia, 7 pev ard tov eEapxdvray roy SiOdpapBov, 7 
d€ ard Tav Ta addikd, Kata puxpoyv nvENOn. Explain and justify 
this statement, particularly the former part of it. What other name 
was given to the d:@vpay8os, and why? Of how many persons did 
the dithyrambic chorus consist? How did it differ from or agree 
with the chorus in a tragedy ? 


2. When did Arion flourish? How could he be said rpayxod 
tpomov evperns yeveoOar? Explain the word tpay@éia consistently 
with your interpretation of this statement. What do you under- 
stand by a lyrical tragedy? What is known of Stesichorus, and 
what was his real name? Menticn some of the principles which 
regulated the formation of proper names among the Greeks, 
Why was the name Aletes given to the founder of the Dorian 
dynasty at Corinth, and what name was for a similar reason borne 
by the son of Cimon? To what circumstance did the poet Euripides 
probably owe his name? ‘Thucydides mentions Xenophon, the son 
of Euripides, as an Athenian general in the year 422 B.c.; could 
this Euripides have derived his name from the same cause? 


8. By whom was the custom of performing tragic Trilogies 
introduced, and by whom was it first abandoned? What was the 
nature and origin of the fourth play in a Tetralogy? What place 
did the Alcestis occupy in the Tetralogy to which it belonged, and 
what were the other three plays? Is the inference which you 
might draw from the place of the Alcest’s confirmed by any pecu- 
liarities in the play itself? 
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Translate: 


Nune, quam rem oratum hue veni, primum proloquar, 
Post argumentum hujus eloquar tragcedia. 

Quid contraxistis frontem, quia tragcediam 

Dixi futuram hance? Deus sum! - Conmutavero 
Eadem, si voltis. Faciam hance ex trageedia 
Comeedia ut sit omnibus isdem versibus. 

Utrum sit an ne voltis? Sed ego stultior : 
Quasi nesciam vos velle, qui divos siem ! 

Teneo quid animi vostri super hac re siet. 
Faciam ut conmista sit Tragicocomeedia : 

Nam me perpetuo facere ut sit comeedia, 

Reges quo veniant et Di, non par arbitror. 


Of what play is this said? Mention other instances of an extra- 
vagance, similar to that on which the plot of it depends, in the 
dramatic literature of ancient or modern times. 


4, How was the iambic trimeter derived from the dactylic hexa- 
meter? Give a scheme of the iambic trimeter acatalectic both 
tragic and comic. What is Porson’s rule about the pause in the 
tragic trimeter? Can you mention any exceptions to it? We 
learn from Joannes Laurentius Lydus that Rhinthon wrote comedies 
in hexameter verse; what remarkable fact in the literature of Rome 
is explained by this? To what classes of Greek plays did the 
pretextata, togata, Atellana and planipes, respectively correspond ? 
Explain the last word, and show from Horace that the pretextata 
and togata were different. What is Niebuhr’s opinion about the 
preetextata ? 


5. Translate : 
Ey Kat dia povoas 
Kai perapotos 7&a, Kal 
I\ciotwv dwWapevos \éyov 
Kpetooov ovdev avayxas 
Ebdpov, ovb€ te Pdppaxoy 
Spijacats €v caviow tas 
-Opdeia xatéypaev 
Tpus, ovd’ daa PoiBos “AokAnmabdats edwke, 
Sdppaxa trodvrdvois avtitépwv Bpototct. 


(a) Explain and illustrate by examples 6:4 potoas—7£a, and 
pdappaxa—arrirépor. 
(6) To what branch of his studies does Euripides allude when he 
says, peTapotos 7£a? 
28 2 
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‘Translate : 
OU yap, pa AC, oia@’ bri Trelcrovs aitar BdoKover copicras, 
Oovptouavteas, iarpotexvas, oppay.oovuxapyokopnras, 
KukAiwy Tre xopov dopatokdpntas, dvopas perewpodpevakas. 
Also: 


Su Te herrorarav Anpay i iepev, ppate mpos nas 6, Te xpntes. 
Ov yap ay Dro y broxovoatpey Tay voy HETE@POTOPLTTOY, 
Ty 7 7) Tpodixe- TO pev copias kat yveauns eivea, cot be 

"Ore BpevOver r ev Taiow 6dois kal THpOahpo rapapanXets, 
Kadyurddnros kaka TOAN avéexet, Kap july cepvorpocereis. 


And explain all the allusions in both passages. Who were the 
Sophists? What is known of the Prodicus mentioned in the second 
passage ? 

(c) Give some account of Anaxagoras and his peculiar doctrines. 
Translate : 

"Avafaydpas dreiOous eivat pyoe Tas apxds" oxe6ov yap aravra Ta 
Opotopepy), kabarep vdep 7 Top, ouT@ yiyver bau Kal drrohhug Bat gnoe 
ovykpioe kai duaxpicer pdvov, addres 0’ ovre yiyverOar ovr’ amoh- 
AvoGat, adda Siapevery atdca. 


And, 


Tovréwy d€ otra Sdiakexpipevav ywaoKew xp ore mavra ovdev 
e\doow eat ovde TAEW. OV yap ayvaTOY TavTwY TAEw Elva, GANA 
wdyra toa aici. 

What was the connexion between Euripides and Anaxagoras? 
Mention any instances in which Euripides has expressed the 
opinions of this philosopher. 

(d) What are the cavides Opyacar here alluded to? 

(e) In what metre are these lines written ? 


6. Describe the geveral features of a Greek dramatic representa- 
tion. Where was the Theatre of Athens situated ? Quote instances 
of allusions made by the dramatists to the locality of the Theatre 
and the surrounding scenery. 


7. What was xopdv d:ddvac? When did the tragic contests take 
place? In what year did Euripides bring out the Tetralogy to 
which the Alcestis belonged, and what was his fortune on this 
occasion? What play in this Tetralogy was continually ridiculed 
by Aristophanes, and why ? How is it parodied in the Acharnians ? 


Translate : 
Sd dn pe tatr’, ® cr@pvdAcogvdexTady 
Kal mrwxdrote kal paxtoruppanradn 5 
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What was probably the object of Aristophanes in composing the 
Frogs? 


Translate and explain : 


EA. KaTretTa TOS 
Ov kat Lopoxhens avTehaBero Tou Opdvov ; 
AI. Ma AC ovd« €xeivos, aAN exvoe prev AioxvAor, 
"Ore 57 kar7\Ge, KaveBane Thy Okay, 
Kaketvos tmexapnoev att@ tov Opdvov. 


8. Give the general rule for the construction of verbs with the 
particle ay. What do you conceive to be the origin of this word ? 
Show that there is no need of alteration in od yap old? dy ef Teloaypt 
vy, and confirm this reading by adducing a smilar construction in 
Latin. 


93 Ti ceotynrat Odpos ’Adpnrov; 
OU Pav Pbipévas ¥ eovdTrar. 


Distinguish between ovyay and ciwray. Which of these words 
corresponds to ¢acere and which to silere ? 


10. Translate : 
KAveu tes y orevaypoy, H 
nepav KTUTrOV KaTa oreyas, 
ait yoov os TET PAYLEVOY 5 
Ov pay ovb€ Tis dudurodA@y 
Srari¢erar api vas. 
Ei yap peraxvpuos dras, 
*Q Uaray, paveins: 
‘ : 5 ; ‘ 
IlvAay mapowbe 8 odx 6p@ 
IInyaiov, as vopiterat, 
Xepuip’, emt pOrrav mvAas* 
Xaira 7’ ovris emt mpoOvpas 
Topaios a 67 vexvav 
TlevOeu mirvet, ovd€e veohaia 
Aouzret Xeip yuvaker. 


Explain the words orariferat, peraxvdpuos, and xépuBa. Why 
does Elmsley object to mirveivy and furrety, and how are these forms 
supported by Hermann and Lobeck? What is, according to 
Hermann, the difference between jimrecy and purtety? Is it borne 
out by usage? What is generally the difference in signification 
between contracted and uncontracted verbs from the same root in 
Latin? Explain the formation of dvoruxeiv from rvyxavew and of 
belligerare from gerere. Yhe MSS. give veodaia, Dindorf reads 
vodaia, Monk veohaia. Which is right, : and why ? 
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11, Translate: 

Ti xpy yeveoOar ry trepBeBAnuerny 
Tuvaika; mas 8’ dv padAov évdeiEacro tis 
Iléow mporiao’ 7) Oéhovo’ brepOaveiv ; 

What is the difference in Plato between évdeixvucOa and émdeix- 
vuoba? What was the éeiderErs of a Sophist ? In what cases could 
an évderErs be brought according to the Athenian law, and how was 
it connected with an drayayn ? 


12. Aééat Ow cor rply Oaveiy & Botropat. 


Distinguish accurately between déAecy and BotAeoO@a. Translate : 
dy ot te Oeot OéAwor kai tpeis BovAnabe. Which is the older form, 
Gehew or €6€hew? What is the oldest form of BotAec@at ? 


13. Translate : 


Kati mas ereappe THvdEe TO Kets Rexel; - 
Kai pu "reynpns totcde pytpuie TEKVOLS. 








And, 


os emt Ovyarpt aunropt, TH ovvopa ry Dpovipn, emt ratry eynpe 
ayy yovaika, n O€ emecedOovca edikalev civar Kal TO Epy@ pNTpvLT 
7) Ppovipy. 

What is the force of emi in these passages? What different 
signification does it bear in the word émyapia? Give some account 
of the marriage law at Athens. How does Aischylus use the word 
pyntpua metaphorically ? 


14, Translate, explain, and compare the following passages : 


Sop7 de xeupt Texrdvev d€uas TO coy 
EixacOev ev Néxrporow extradnoerat, 

"Qu Tpoomerovpat kat TepirTigooy x€pas 

x ’Ovopa kah@v oov mY Kani € ev aykahars 
Avéo youaixa xairep ovK Exov EXE; 
Wuypay pev, otuat, répyu, adn’ opnas apos 
Vuxis dravrdoiny a av ev oo dveipace 
Poiraca # euppaivors a ay" 700 yap pirov s 
Kay vukti Aevooery Gvtw’ dy mapy xpdvov. 


1166 & ireprovrias 

bacpa Sd€e Sépov avaccew. 
Evpoppev be kodooaay 
"ExOerat xapis avdpi, 
’Opparer 6” ev axnviats 
Fae -~ 99 , 

Eppet rao" “Adpodira. 
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*Overpdpayrot bé wevOnpoves 

Ildpevot dd€ar pepovcat yap paraiay, 
Marav yap er’ dv eo Oa tis Soxav dpay 
Tlapadddéaca bia yepaov 

BeBaxev ois ov peOvorepoy 

IIrepois éradois Umvou KedevOars. 


15. Translate: 


Tlo\Ad oe povadrrohot 

Mehyouae «ad? émtarovoy T opetay 

Xé€lvv ey 7’ ahvpois Kéovres Uuvas, 

Srdpra kukhas dvixa Kapveiov repwiocoerat @pa 
Mnvos detpopevas 

Tavyiyou ceXavas 

Aurapaioi 7 év ddBiats ’APavats. 


What was the origin and nature of the Carnea, and in what 
month were they celebrated ? Why is the epithet Auwrapés applied 
to Athens ? 


16. How is the legend about the death of Alcestis and the 
servitude of Apollo to be explained ? 


Translate : 
Otjos & adéxrwp airov nye mpos piAnv. (Soph. Adm.) 


What is probably the meaning of the name “Adunros as applied 
to this mythical King? How do you account for the introduction 
of Hercules? Was he a Dorian divinity? How does it appear 
from this play that Apollo and death were dressed? How are they 
represented in ancient works of art ? 


17. Translate: 
kat aad’ 010’ 6bovvexa 
Tov viv cxvOpwrod kal Evveatdtos ppevav 
MeOoppuet we mirvdos eprecav oKvpour. 


And, 


OTe &k vas mreCos apporepay, t icoppomov 7s vavpaxias Kabeotykvias, 
mwONUY TOV ayava kai EVoTacw Tis yvouns €ixe. 


Explain the word wirvdos. Does peOoppicacéa usually govern 
the genitive? If so, mention some instances. 


18. Translate : 
"ANN edrvyoins, vootyov & €dOors 7d8a. 
*Aotois b€ rdon 7 evverrw TeTpapxia 
Xopovs én’ eo Odais evppopatow iordva 
Bopovs r« xvigav BovGvrourt mpoorporais. 
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And the following oracle: 


Av6d "EpexGerdaiow, boot Tavdidvos a aory 
Naiere, kai rarpiowt vopots Dive? éoprits, 
Mepyno Ba Baxxouo, Kat edpuxdpous kav’ dyouas 
‘Iordvat @paiwy Bpopio xapw dppeya mavras 

\ - Cal , 
Kal xvicav Bopoiot, kapn oTepavois TuKacarras. 


(a) What was the Tetrarchy here alluded to? Give some account 
of the ethnography and old constitution of Thessaly. Who 
were the Aleuade, and where did they reign? Where was 
the kingdom of Admetus? .- 


(0) Why does xuoayv govern an accusative in one of these 
passages and a dative in the other ? 


(c) What relation subsisted between Bacchus and Demeter? 
When was the worship of the former introduced into Attica, 
and when and by what means established at Athens ? 


19. Are papmrw and edpapys connected? What is the root, and 
where does it appear in its simplest form? Derive dprapeiv, 
mAyppopis, (what is the quantity of the penultima in Homer?) 
povapuré, éxv@, oppavevew, kedvds, ceuvds, and dydyky. Which 
is right, oidas or oic@a? What is the syntax of mpiv? Dis- 
tinguish between 6 avOpwmos airds, and 6 avrés ola Is ob 
cor pry peOevouai wore an allowable construction? If so, what 
do these words mean? Are there any other instances of a similar 
construction? If so, adduce and explain them. Accentuate the 
following words according to their different significations: pnrpo- 
KTOVOS, ehaue olya, Tomcat, vuprpwos, puptol, wero, and Acyus. 
What are the futures of éo@ia and rive ? 


20. Translate the following passages, and point out any pecu- 
liarities which you may think deserving of notice: 


(a) TUBMETpaS oe adixero 

bpovpay 765 jpap @ Oavety airiy xpewv. 
(2) Ilpos rév €xdvt@v, BoiBe, Tov vdpov TiOys. 
(c) TIOAN av od NeEas ovdev ay mrE0v AaBots” 


‘H & ody yur kdrevow eis “Adov Sdpovs. 


(d) “HPA. Tivos 8 6 Opepas mais Tarps Kourracerat 5 
XOP. “Apeos, Caxpvoouv Opyxias wéATNs ava€, 


(e) Ti xphpa koupa THO wevEip@ mperets ; 
(sf) 7A, p) mpoKAav Gkoitw, és TAO dvaBadovd. 


Toi yap hurevav raidas ovkeT dv Pbdvoas, 
g yap 
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(h) “AAM. ‘Qs parror’ avdpa rovde vupdiov kadar. 
‘HPA. ’Emyjveo’ adéx@ motos ovver’ ef pidos. 

(i) ‘HPA, TodApa mporeivas xeipa kal Oyeiv Eevns. 
*AAM. Kai 57 mporeiva, Topydv as kapatope. 


SOPHOCLIS ANTIGONE. 


Trinity CoLLEGr. June, 1860. 


Mr, HammMonp. 


1. Quore Horace’s account of the origin of the Greek Tragic 
Drama. Point out its errors. What writers composed tragedies at 
Athens ‘before the time of Sophocles? What improvements in 
tragic art were successively introduced by them? What changes 
are attributed to Sophocles ? Quote passages from Aristophanes in 
which allusion is made to Sophocles and his predecessors. 


2. Give the dates of Sophocles’ birth and death and of his first 
tragic victory. What was the title of his first Tragedy, and what 
the circumstances attending its representation? Discuss the date of 
the Antigone. Point out any passages which seem to you to refer 
to the political state of Athens. How does this play serve to 
connect Sophocles with Herodotus? What further evidence have 
we in support of this connection? 


3. Give a general description of a Greek theatre, and show how it 
differed from a Roman theatre. Explain the terms: 


Oupédn—oyeiov—mpooknviov—rmepiaxros—PBovdeutikor. 
Describe the locality of the theatre of Dionysus at Athens, and 


quote passages from the dramatists in which special allusion is made 
to its situation and construction. 


4, Discuss the following questions, (1) The number of Dionysia 
at Athens: (2) The time of year at which each festival was held: 
(3) The peculiar circumstances and regulations affecting the audience 
and the performances at each festival. 


5. How were the general expenses of the Dionysiac performances 
defrayed ? What portion fell upon the choragus ? What were the 
duties, privileges and powers attached to this office? To whom 
were the actors allotted ? Mention the names of any who performed 


a as} 
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in Sophocles’ dramas. Assign the several parts of the Antigone to 
their respective actors. Is there any change of scene in this play ? 
Is the Eccyclema employed ? 


6. (a) "Eu d€ Tpirov mapa Tavta Tov pedNovra mouetv Tt TOY avne- 
orav dv dyvoray dvayvepicat mplv Toujoat. Kal rapa Taira ovK éoTw 
Dros. Uy) yap mpagat avayKn 7) Bn kal elddras 7} Bn eiddras. ToUT@y 
dé ro pev ywaoKoyra pedAjoat kal Bi) mpaéa xelpiotov. TO Te yap 
peapov exet kat ov TpayeKoy" drades yap. Oudmrep ovdeis mrovet poiws et 

pa) OAvyakis* olov ev ’Avtvydvn Tov Kpéovra 6 Aipov. 


Translate this passage and explain the allusion. How does the 
Scholiast excuse the incident? What is your own opinion on the 
subject ? 


(8) XOP. "Aude yap avra kal kataxreivas voeis ; 
KP. ov thy ye pt) Oryotaar’ eb yap ovy deyets. 


Give the substance of Hermann’s comment on these lines. How 
would you explain their introduction by Sophocles ? 

Assuming the coexistence of an ethical and an artistic element 
in this play, show how Sophocles attempts to satisfy the require- 
ments of both in the development of the plot and of the two leading 
characters. 


7. Quote Horace’s lines on the duties of the Chorus, and apply 
them to the particular case of the Antigone. Distinguish between 
the terms mdpodos, ordotuoy, and éupedea, and explain ‘the connexion 
existing between the odes in this play and the dramatic action of 
the piece. 


8. Tot mpiv Gavdvros Meyapéws Kdewodv daxos. 


By what name is Megareus known in the Phenisse? How is 
his story introduced into that play? Does his death precede 
or follow that of Eteocles? Do you suppose that Sophocles intended 
to follow the ancient legend in all the subordinate incidents of this 
play ? Mention an instance from the Gidipus Coloneus in which he 
has departed from the account of the Cyclic Thebais. In which of 
his plays has Sophocles violated the so-called Unities of Time and 
Place ? 


9. Draw a map which shall contain Beeotia, the islands of Eubcea 
and Naxos, and the Saronic Gulf. 


10. Translate the following passages, and, wherever the meaning 
or the text is a matter of dispute, give your own opinion on the 
subject and your reasons for it : 


(1) ‘a Kowoy. avradehpov "Topnyns kdpa, 
ap oic@’ ore Zeds trav am Oidimov Kaxov 


(2) 


@) 


(4) 


(6) 


(6)” 


@) 


(8) ’ 


(9) 


(10) 


(11) 


(12) 


THE GREEK TRAGEDIANS. 


~ 


ia - > ‘ A , oa 
OTrOLoV OUXL VOY Ere (ooaw TeAet § : 
wy) 


oudev yap our ahyewor ovr’ ays arep | 
ovr’ aioxpov ob’ drepdy eo? Grrotoy ov 
TOV GY TE Kap@v ovUK dan’ ey Kakav. 
Toios appt var’ eran 

murayos Apeos avtimah@ 

Eeexeipapa dimes 


Kadnped? axpov ek mayov umnvepot, 
éopiy a am’ avTov p1), Bary mehevydres, 
eyeptt kway avdp’ aynp emuppd8ous 
kakolowy, itis TOUS’ aperdnaot Tovov. 
"ANN cir’ adders et’ dpatpoverrépa 
Tou mavros nuiv Zyvos épkeiou Kupet 
ari) TE x? Evvaipos ovK advEerov 
popov KakiorTov. 


"ANN cike Oup@ Kal perdotacw didov. 
Epos, ds ev krnpact winters. 


"Eyavoas ayewvordras € epot pepipvas, 
mar pos Tpurdhuorov OLKTOV, 

Tov Te TpdTravTos deTepou TéTHOU 
kAetvois AaBdaxidaouy. 

ANN ei pev ovv Tad” éorly ev Oeois kad, 

mabsvres & dy Evyypoiper H HpapryKsres® 

ei 8” 018” Gpapravovet, Hy) meio kaka 

maGotey 7) Kat SpOow exdixos epe. 


Bapol yap jpiv eoxdpar re mavreneis 
mypets um oiwvay Te Kal KuvOv Bopas 
Tov Ovopopov memTa@ros Oidizou yovov. 


°Q mpéo Bu, mavres, Sore Tokdrar cKoTod, 
Togever” avdpos TOUDOE, Kovde pavrexns 
Gmpaktos bpiv eipi, Tov Ural yévous 
eénumoAnpat kaxrepoptiopar waar. 
°O wavtes dorot, Tav Adyar ern Odunv 
mpos efodov oreixovga, Ta\hados Geas 
ores ikoipny evypdray mpoonyopos® 
kal TuyXav@ Te Kn Op’ dvaoragrov mudys 
xahGoa kai pe POdyyos oikeiov Kakov 
BadXex dv drov. 
Tapagravres Tape 

abpnoad dppov Xeparos diBoorad} 
vvTes Tpos avro ordpioy, ei Tov Aipovos 


pbdyyov cvviny’ i Oeoiot kNerropat. 
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428 EXAMINATION PAPERS. 


11. Discuss the grammatical peculiarities of the following 


passages : 

(1) "Apnxavoy dé mavros dydpos expabeiy 
yexny TE kal ppovnpa kai yvopny, mp av 
apxats Te kai yopotow evrpiBns pav7. 


(2) “Qs dv crorrol viv fre Tay eipnuevor. 


(3) Teav, Zev, Sivacw tis avOpav 
trepBacia aur: ; 


(4) "AN avdpa, kei tus fj copes, K.T.d. 
Explain the use of the negatives in the following: 


(a) Ey & éras ov py Reyes 6p as rade, 
ovr’ dy Suvaipny pyr’ éemioraipny heyew. 


(8) “Hrus Tov aurns avradehpoy € ev cpovais 
menr@r a@arrov pn t tn’ Opnorav Kuv@v 
elas’ odhéa bat, pn’ im’ oiwvay Tivds. 
Accentuate the word ovora in the line 
aN’ to drrova cou Soxel. 
2. Derive, illustrate, or otherwise explain the following words : 


ravradwbeis—be Evo eipos—racaa bar— rrepiBpvytos—tmidAovet— 
, , 
TepirkeANs — Karaptvew — ennBodkos—epepuvds — bvaTas — dpyra — 


macTds—kv@OorTEs. 


EN DEX. 


Acnzus Ereiriensis, the tragedian, 
182 

Acharnians, 205, 345 

Aciors, one introduced by Thespis, 
65; another by ischylus, 110; 
a third by Sophocles, 136, and 
Cratinus, 192 ; only three allowed 
to each dramatist, 244, 307; 
their gains andJcharacter, 312; 
not paid by the choragi, 243; 
neglected by-play altogether, 
308; used bodily exercises, 311 

Admission money to the theatre, 309 

Adonis, 18 

Adrastus, subject of lyrical tra- 
gecies at Sicyon, 44 

JKgicores, 63 

®olic form in the dramatists, 371 

Mschines as an actor, 313, 314 

AMschylus, his life, 196-110; 
number of his dramas, 110; im- 
provements in tragedy, 110, 111; 
his Agamemnon, 316; Choé- 
phoree, 319; Eumenides, 322; his 
political aims therein, 108, 201; 
Suppliants, 122; Seven against 
Thebes, 119; Persians, 118; 
Prometheus Bound, 121, 326; 
Prometheus Fire-bringing, 115, 
note, 1; Orestea, 125; his style 
and diction, 115, 116; his plays 
allowed to be acted after his 
death, 111, note 3; a Pytha- 
gorean, 112, note 1; his Sire- 
Arcuds, 108, note 2: accused of 
plagiarism from Phrynichus, 102, 
note 10; relation between his 
tragedy and the piastic arts, 115, 
note 3; his aristocratical spirit, 











108; his works bear internal 
proofs of his fondness for the 
Dorians, 115; and of his military 
spirit, 116 

Afranius, 353 

Agatharchus, the inventor of stage 
scenery, 274 

Agathon, the tragedian, 182 

"Aypnvov, 295. 

Atwpat, 275. 

Alexis, the comedian, 224 

“AAknoTis, no reason to show that 
Thespis never wrote a play so 
named, 73 

Ameipsias, the cemedian, 196 

Anapsts, when they may form the 
first foot in the senarius, 370, 
note 

Anapestic Tetrameter Catalectic, 
383 

Anapzstic verses, 379 ; why mosily 
oe in opening choral song, 276, 

05 

Anaxandrides, the comedian, 224 

Avia, ’Aviapds, quantity of, 405 

Anthesteria, 19 

Antigone, parody of the, 294 

Antiphanes, the comedian, 86, note 
2, 224. 

"AmayyeAla, 45 

Apolio and Ormuzd, 21 

Apollodorus, the comedian, 229. 

Apsephion, or Aphepsion, 
Archon, 129 

a the son of Aristophanes, 

18 

"ApBiAa, 283 

Archilochus, 55 ; imitated by Cra- 
tinus, 191 


the 


430 
Archon’s wife espoused to Dionysus, 
9 


Ariadne, 16 

Arion, the originator of the Tragic 
Chorus, 41 

Aristarchus of Tegea, 182 

Aristias, son of Pratinas, 104 

Aristophanes, 200; place of his 
birth, 201, time of this birth, 
203 ; his Banqueters, 203; Baby- 
lonians, 204; Acharnians, 205; 
Knights, 206; Clouds, 207-209 ; 
Wasps, 209; Peace, 210; Am- 
phiaraus, 211; Birds, zb.; Lysi- 
strata, 213; Thesmophoriazusz, 
213; Frogs, ib.; Ecclesiazusie, 
216; Plutus, 217; Adolosicon, 
218, note 1; Cocalus, 217; 
number of his plays, 218; buf- 
foonery and licentiousness, 219; 
excellences, 220 

Aristotle, his assertion that the 
early drama was extemporaneous, 
how explained, 42 ; his etymology 
of Kwu@dia incorrect, 77 

Art and Idolatry, 2 

Artemis TavporéaAn, 16 

Asinius Pollio, 355 

Aspendus, theatre at, 250 

Astarte, 12 

Atellane Fables, 351 

Attic Crases, 367 sqq. 

Attic dialect in the dramatists, 
363 

Attius, 354 

Audience, theatric, 309; its number, 
238 ; behaviour, 311 

Augment, Attic, 363 

AvbaAaia, 273 


Baal-Peor, 18 

Bacchie choruses three in number, 
36 

Bacchus ’Quopdyos, 17 

TaupéKepws, 16 

Bacchus, early. worship of 
Attica, 6, 63 

Bacchus, oriental origin of his 
worship, 11 





in 


SS ee eee 


INDEX. 


Bacchus, his pedigree, 11 

Bovine deities, 15 

BovaAeutikdy, 259 

Brauronia, 61 

Bpovretoy, 275 

Bull, connected with the Dithy- 
ramb, 41 

Buskin, introduced by Auschylus, 
111 


Cacus, 16 

C:esura in the Senarius, 370, note 

Carcinus, the tragedian, 183 

Cheeremon, 184 

Charonic ladder, 261 

Chionides, the comedian, 189 

XAauvs, 295 

Cheerilus, the tragedian, 101 

Choragi, their office and how 
chosen, 242, their rivalry, 247; 
successful, honours of, 247 

Choragie expenses, 243 

Xopdy d:d0ven, 244, note 3 

Chorus, origin of, 27; etymology of 
the word, 7b. note 1; properly 
limited to a fixed dancing-place 
and so distinguished from the 
comus, 30; Tragic, comic, num- 
ber of, 276 

Christus Patiens, 185 

Chronology of the Greek drama. 
232-237 

Cleisthenes of Sicyon, 44 

Cleon, 205 

Clepsydra, used to portion out the 
time of a dramatic representa- 
tion, 248 

Comedy, etymology of, 78, 211; 
when established at Athens, and 
why, 83 

Comedy, the Old, its origin and 
nature, 83; prohibited for a time, 
190; number of plays, 189; its 
political meaning, 85 

Comedy, the Middle, how different 
from the Old, 86; number of its 
pieces, 222; difficult to distin- 
guish between its writers and 
those of the Old Comedy, 86 


INDEX. 


Comedy, the New, its origin and 
nature, 88; circle of its cha- 
racters, 89 

Comic trimeter, 371 

Comus distinguished from the 
chorus, 30 

Coneurrences of short syllables, 391 

Condalium of Plautus, 298 

Costume on the modern stage, 304 

Crane,theatric machineso called, 274 

Crases, Attic, 367 sqq. 

Crates, the comedian, 192 

Cratinus, the comedian, 190 

Cretic termination, 392 

Critias, 185 

Cyclic chorus the same as the 
Dithyrambic, 38 

Cyrenaic picture, 278 


Dactyls in Anapestic verse, 383 

Dances — Gymnopedic, Pyrrhie, 
Hyporchematic, 34; those of 
scenic poetry, 36 

Dante, 115, 136, 154 

Days of the Week, 14 

Demeter, 19 

Anuoupyds, 33 

Ateypéupara, of the chorus, 305 

AdGwua, 258 

Aidxpiot, 62 

Didascaliz, 248 

Aiidcrey dpaipua, 246 

Dinolochus, the comedian, 189 

Dionysia, number of, 239; account 
of, 239 sqq. 

Dionysius, 152, 185 

Diphilus, the comedian, 228 

Avoreyla, 261 

Dithyramb, explanation of the word, 
37, 38, note 1; nature of, 37 

Doors in the scene, their number 
and destination, 262 

Dorians adopted the religion of 
conquered countries, 21 

Doric forms in the dramatists, 362 

Drama, origin of, 1 

Drama, Greek, religious reference 
of, 1 sqq.; choral element of, 27 
sqq.; rhapsodical element of, 54 


431 


sqq.; an union of the rhapsody 
with the cyclic chorus, 60 sqq. ; 
arose in the Dorian states, 27; at 
the beginning extemporaneous, 
according to Aristotle, 42; essen- 
tially different from the modern 
in its mode of representation, 238 ; 
its time of performance, 239-242; 
its means of performance, 242 
sqq.; its place of performance, 
249 sqq.; its manuer of per- 
formance, 275 sqq. 

Drama, Lyrical, 45 sqq. 

Dramatists originally their own 
actors, 65, note 4 

Dress of the actors, 281 

dpduos, 261 

Duplicate divinities, 22 


Eephantides, 190 

EtAwtes ot émt Tavapw, 82 

Eipxrh, 263 

EicdSa1, 263 

°ExxuxaAnua, 271 

Elementary worship, 12 

Eleusinian mysteries, language of, 
139, note 3 

“Eu Barat, 285 

Emendations of Strabo, 2, note 4; of 
Pausanias, 26, note 4; of Diphilus, 
117, note 1; of Euripides, 29, 
note 2, 157, note 2; 179, note l 

°"Eumeadeia, 37 

"Huw et nuty, 400, 405 

Ennius, 354 

*EvérAvos puOuds, 35, note 2 

*EreicKko@pd(w, 78 

"Eri BAnua, éemindpraua, 295 

"Edn fixdy, 259, note 3 

Epicharmus, inventor of Comedy, 
life and account of, 187 

Epic forms in the dramatists, 361 

Epigenes, the Sicyonian, 45 

Epirrhema and antepirrhema, 306 

E/piscenos, 262 

Eubulus, the comedian, 222 

Euphorion, the tragedian, 184 

Eupolis, the comedian, 194; rela- 
tions with Aristophanes, 195 


432 


Euripides, time and place of his 
birth, 148; rank of his parents, 
149; his education, ib. ; his exile, 
151; his death, 152; his Electra, 
167, 335; Alcestis, 82, 161, 242; 
Iphigenia in Aulis, 169; Ion, 
163; Hippolytus, 162; Medea, 
161; Troades, 166; Hecuba, 163, 
164; Hereules Furens, 164; 
Pheenissx, 168 ; Orestes, zb., 335 ; 
Iphigenia in Tauris, 165; Andro- 
mache, 166, 335; Bacche, 169, 
335 sq.; Suppliants, 165, 335 ; 
Heraclide, 161; Helen, 167; 
Rhesus, 160; Cyclops, 162; 339; 
said to have been assisted by So- 
crates, 155; his character as a 
dramatist, 158; his relation to 
fEschylus and Sophocles illus- 
trated by a comparison between 
his Electra, - Aischylus’ Choé- 
phoree, and Sophocles’ Electra, 
172-180; turned the rhapsodical 
element of Greek Tragedy into a 
sophistical one, 155; his political 
opinions, 156; his Anaxagorea, 
2b.; his rhetorical vanity, 153, 
230; his misogynism, 151; his 
style, 157; a forerunner of the 
New Comedy, 89; how esteemed 
by Aristophanes, 155, 191; by 
Menander and Philemon, 226, 
227; his excellences, 232; in- 
ventor of tragi-comedy, 82; why 
popular in the middle ages, 154; 
quoted by Alexander the Great, 
171; by St. Paul, 227, note 15 

Nuripides explained, 26, note 4, 29, 
note 3, 160-169 

Euripides, junior, 184 

Examination paper on Aischylus’ 
Perse, 409; Sophocles’ Philoc- 
tetes, 414; Euripides’ Alcestis, 
418; Sophocles’ Antigone, 425 

"EE audéns A€yew explained, 76,n. 8 

*"Ekapxew—etapxus explained, 30 

’"EéeAlsow, 29 

Exode, 305 

°"Efaotpa, 271 


INDEX. 


Fables, Atellane, 351 

Farnese Bull, 355 

Flute-player, 303 

Fox, C. J.,on Euripides, 153, note 3 

Frogs, representation of the first 
scene of the, 299, note 2 


Tépavos, 275 
Goat, the prize of Tragedy, 43 
Gymnopeedia, 34 


Heraclides Ponticus, the Pseudo- 
Thespis, 71 

Hermippus, the comedian, 194 

Herodotus, passage of respecting 
Pisistratus discussed, 62, 63; 
meets Sophocles in Samos, 131 

Historical plays, 82 

Horace, Epist. ad Pisones, 355 

Human sacrifices, 14 

Hyporcheme, 35 


Iambie metre, invention of, 55, n. 4 
Iambic poems models for the tra- 
gediaus, 58 
Iambic tragic senarius, 369 
comic , oll 
tetrameter catalectic, 374 
Ictus metricus, 369, 385, 389, 390 
Imitation, love of, the origin both 
of the fine arts and idolatry, 1, 2 
Indian drama, its comparative 
antiquity, 5, note 3 
Inscriptions, Orchomenian, 49-53 
Ion Chius, the tragedian, 181 
Tophon, the sons of Sophocles, 184 











‘ Jovial’ and ‘ Saturnine,’ 13, note 1 
Judges, Dramatic, 247 


Kata (vyd—xate orotxous, 276 
Kepavvockoreioy, 275 

Kepkides, 258 

KAiuaxkes, 259 

KAiotov, 263 

Ké6opvos, 283 sqq. 

KotAov, 258 

Kosudtiov, 306 

Koupol, 305 

Koviorpa, 260 


INDEX. 


Kopuatos, 244 

Koopos, 29 

Kéuos, signification of the word, 
77; distinguished from xopds, 
30 

Kopdeiv—rov ur) 
note 3 

Kawpwdla, etymology of, 78 


Laberius, 352 

Laocoon, group of, 114 

Lagos, 38 

Accroupyetv, 242, note 5 

Aerroupyiat éyxiKAro, 243 

Acukomodes, 26, note 4 

Anttapxixdy ypaupatecov, 310 

Alav, quantity of, 405 

Livius Andronicus, 354 

Aoyetov, 249, 261, 265; why so 
ealled, 113, note 2 

Lycophron’s Alexandra, 185, note 5 

Lycurgus, the orator, his law re- 
specting the three Tragedians, 
314 

Lyrical Tragedy, 43, note 4, 54 
sqq.; Comedy, ib. 78 


évonacti, 86, 


Macaulay, Lord, on the corruption 
of tragedy, 153 

Machon, the comedian, 229 

Magnes, the comedian, 190 

Masks, introduced by A®schylus, 
110; various forms and reason 


0 

Megacles, 62 

Meletus, the tragedian, 184 

MéArecOa: and podr7, 31 

Menander, 226; quoted by St. Paul, 
227, note 15 

Mnxavn, 275 

Metres, tragic, 368 

Middle Comedy. See Comedy. 

MiAqrov GAwots, 103 

Mimes, Roman, different from 
Greek, 351; not altogether far- 
cical, 352; the early germ of the 
Commedia dell’ Arte to be sought 
for in them, 351 

Minotaur, 15 


433 


Moloch, 14 

MoArn, 31 

Mosaic, Pio-Clementine, 280 

mre or dumb actors, their masks, 
86 

Myrtilus, the comedian, 194 


Nevius, 354 

New Comedy. See Comedy. 

inal Aristophanes’ son, 
218 


Niebuhr on historical tragedy, $2, 
note 1 

Niobe. group of, 355 

Number of separate representations 
in one day, 248 


*O-vicos, 285 

Odyssey, a storehouse for the 
satyrical plays, 130, note 2 

"OxpiBas, 250 

Old Comedy. See Comedy. 

Orchestra, 257 

Orchomenian Inscriptions, 49, 53 

*OpOwala, 16 

Oscilla, 287 

Ovdev pds Aiévucoy explained, 75, 
note 3 

Ovid, considered as a tragic writcr, 
855 

Pacuvius, 354 

Pean, 37 

Pantagruelism, 85 

Ildpadot, 62 

Parabasis, 306 

Mapackjuia, 266 

Tlapackjviov, 266, 307 

Tlapaxopyynua, 307 

Iapaordrns and tpitoordrys, 244 

TlapeyxvnaAnua, 272, note 2 

Parodos, 261 

Pasiphae, 15, note 7 

Pause in the Senarius, 372, 400 

Tlediaior, 62 

Tlepiaxro., 263, 272 

Pers, examination paper on, 409 

Persona, etymology of, 286 

Tnvixkn, 286 

Phaethon, 13, note 1 


434 


Phalaris and Moloch, 15, note 5 

Phallic processions, 78 

Phallic worship of Bacchus, 19 

Pevann—gevakiCew, 286 

Pherecrates, 192; his metre, 193, 
note + 

Philemon, the comedian, 226 

Philippides, 225 

Philippus, the comedian, 218 

Philoctetes of Sophocles, examina- 
tion paper on, 414 

Phormis, the comedian, 189 

Spéynua explained, 130, note 1 

Phrynichus, the tragedian, 102 

Phrynichus, the comedian, 103 

Phya, 62 

Pindar explained, 15, 39, 41, 46, 47 

Pisistratus, 62; his encouragement 
of literature, 67 

Planetary worship, 13 

Plato, the comedian, 196 

Plato, his definition of Tragedy and 
Comedy, 80 

Plato Leges, 844 Dp, explained, 17, 
note 6 

Pleiades, the seven poets so named, 
185 

Pluteum, 261 

Tivryos, 306 

Podium, 265 

Pcet, successful, honours of, 247; 
his fame transient as compared 
with that of the historian, 248 

Posidippus, the comedian, 230 

Precinctiones, 258 

Pratinas, account of, 104; inventor 
of Satyrie Drama, 75 

TIpocdpta, 259, note 3 

Prologue, 66 

Proper names in the Tragic 
Senarius, 370, 396 

Wpocknvioy, 257, 261 

poo émeov, 285 

Mpwraywviorts, his functions, 245 

TIptAces, 29 

“ Punch,” 296, note 3, 352 

Punning in the ancient tragedies, 
154; note 1 

Pyrrhic ana Proceleusmatic feet, 35 


INDEX. 


Pyrrhic dance, 35; performed on 
horseback, 35 


Rabelais, 85, note 2 

Religio not from religare, 356 

Rhapsodes, etymology of the word, 
54; nature of, zbid. 

‘Picts, 66 

Rhinthon, writer of tragi-comedy, 
230 

Right and left on the stage, 264 

Roman theatre, 350-358 


Saturn, his functions, 13 

‘Saturnine’ and ‘ Jovial,’ 13, note 1 

Satyr and Silenus distinguished, 
25 

Satyric drama, actors in, 
dressed, 302 

SKnv7y, 257 

Scenery, 274 

invented by Agatharchus, 
ibid., 274 

Schiller’s definition of Tragedy, $1, 
note 2 

Seaides, 259 

Semele, 20 

Seneca, 357; his influence on the 
French dramatic writers, 358 

Serpent, as a symbol of life, 18 

Seventh day sacred to Saturn and 
the Sun, 14 

Sicyonians, their share in the in- 
vention of Tragedy, 44 

Simonides of Amorgus, 56 

Six, a perfect number, 14, note 3 

Srvépeia, 17 

Soccus, 296 

Socrates, Xenophon’s and Plato’s 
account of, to be received with 
allowance, 208 

Sopater, writer of tragi-comedy, 
231 


how 





Sophocles, his life, 128-133; col-- 
league of Pericles, 130; ac- 
quainted with Herodotus, ibid. ; 
his death, 131; his character asa 
man, 137; his public character, 
ibid.; his improvements in 


INDEX, 


Tragedy, 136; number of its 
plays, 135; his Cdipus Rex, 
144; CEdipus at Colonus, 145, 
329; Antigone, 145; Ajax, 142, 
333; Philoctetes, 147 ; Trachinizx, 
143; Electra, 142; comparative 
merits of the remaining seven, 
141; difference of eharacter be- 
tween him and Aischylus, 156; 
in what respect Homeric, 115, 
note 7; his general principles of 
action, 137; not fully  ap- 
preciated by the moderns, 135 ; 
wrote other works besides tra- 
gedies, 133 

Sophocles, junior, 184 

Sosicles, the tragedian, 185 

Sotades, writer of tragi-comedy, 
231 

Spectators, number of, &e., 238 

Stage-curtain, 273 

Stesichorus, 40, note 1 

Strattis, 196 

Sun and moon, worship of, 12 

Suvdgeia, 381 

Sxoworerys, 39, note 4 

Syrus, 352 


Terpander, 32 

Theatre, Grecian, description of, 
249 sqq. 

Theatre, Roman, 350 sqq. 

Ocarpévys,—Oeatporaarns, 310 

Theodectes, 185 

Theodorus the actor, why he sus- 
tained the part that first ap- 
peared on the stage, 246 

OcodAoyetoy, 262, 275 

Theopompus, 196; his Althxa, 300 

Theorie fund, 310 sqq. 

Thespis, 64; Bentley’s assertion 
that he wrote nothing, and that 
his tragedies were entirely droll, 
incorrect, 70; names of some of 
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his plays, 65, note 8, 72; may 
be an assumed name, 69, note 2 
eae choragic monument of, 
7 


Thrasymachus, 209, note 3 
Thymele, 249, 260 
Thyreatic crowns, 34 
Timocles, the comedian, 225 
Tpayikds tpdros, what? 43 
Tpaygdia, origin of the word, 43, 74 
Tpaywdiay diddacKew, 246 
Tragedy, ideal of the Roman form 
of, 354 
Tragedies, modern and ancient, 
distinction between, 5 
historical, 82, note 1 

Tragedians, Attic, plagiarized from 
the gnomie poets, 59, note 1; 
138, note 7 ; 
Trilogy, schylean, 113 
Trochaic metre, 55 
Trochaic tetrameter catalectie of 
tragedy, 376 

— of comedy, 378 


“Yrepaxpiot, 62 

‘Yroxpivec@a, used of the rhapsode, 
57, note 4 

‘Yrooknviov, 268 


Valvz regix, 262 
Versurx, 267, note 1 
Vitruvius, 251-256 


Waggon of Thespis, 66 
omen were present at dramatic 
exhibitions, 310 


Xenocles, the tragedian, 183 
Revav, 263 


Zagreus, 17 
Zevs Swrnp, the god of mariners, 
117, note 1 
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